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DEVELOPMENT OF CHINESE FLORAL PAINTING 


Chinese floral paintings usually include 
birds, insects and small animals in ihe 
compositions They are called floral-bird 
paintings, one of the three main catego¬ 
ries of Chinese painting, lire remaining 
two are figure and landscape. Floral-bird 
painting developed biter than the figure 
and landscape categories. When figure and 
landscape paintings reached their golden 
age in the Tang Dynasty (618-907 A.n.), 
floral-bird paintings were just emerging. 

Floral-bird paintings first appeared in 
the Tang court, which employed tiimous 
artists to paint the palace's daily life. 
Artist Huang Chinan created colorful, 
detailed paintings from the collections of 
rare species of birds, animals and beau¬ 
tiful flowers enjoyed by the royal family. 
Later, Huang Oman's offspring and stu¬ 
dents continued his magnificent works 
during the Sung Dynasty (960-1280 
A.n.). their painting style, called court 
painting, was vivid in color and highly 
detailed. This marked the beginning of 
detail-style painting. 

During the latter part of the Sung 
Dynasty, artist 1 Isu I Isi developed a new’ 
technique tor floral-bird paintings. He 
was an official who traveled extensively, 
which allowed him to explore a variety of 
flowers and birds in nature. He painted 
them with fewer colors and less detail 
than the detail-style artists did, empha¬ 
sizing instead the brushstrokes and 
use of ink. Many artists followed this 
less meticulous way of painting, which 
marked the emergence of spontaneous- 
style painting. 



orchid Chintie ink and color on rill* Shuan paper 27' * 17’ f69em x 43cm) 
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THREE STYLES OF FLORAL PATNTTNG 


Over the centuries, floral-bird paintings 
have evolved into three main styles: 
detail style, spontaneous style and a third 
style lhal comhincs elements of’the first 
two styles. 

A detail-style painting depicts objects 
in detail with vivid colors (see Iris on 
tins page). To paint in this style, start by 
using ink and a small brush to outline 
the objects on mature Shuan paper. Ihen 
call out the shapes with a variety of ink 
tones. Aiterthe ink dries, apply layers of 
color until the color reaches the desired 
saturation and value (the mk-tontng 
step can be omitted in some cases). for 
a detail style demonstration, sec the Ins 
step-by-step on page II. 

Spontaneous style is the most com¬ 
mon style ot Chinese painting. It empha¬ 
sizes captun ng the essence but not the 
appearance of the subicct. “Simple is 
beautiful." “Less is more." “Paint what 
you want to see but not what you see.' 
These ideas express the essence of this 
style. Full flrreec on ij Lotus Ponii is a 
typical spontaneous-style painting. I 
painted it with minimum strokes and 
rew colors, but you can feel the breeze, see 
the movement of the leaves and grasses 
and hear the songs of the birds. There are 
many demonstrations »n chapter three 
that will allow you to explore these tech¬ 
niques further. 

In the combined half-detail—half- 
spontaneous style, some objects are 
painted with detail while others are ere 
ated spontaneously This doesn't mean 
dividing the obiects into two equal 
groups, one painted in detail and the 
other spontaneously. In general, the focal- 
point obiects are detailed and the oth 
ers are loose, for example, the frogs in 
Wafer Lily ami Frogs have a lot of details 
while the water lily and other objects 
are merely suggested, To enhance your 
understandingofthis style, see the Lotus 
demonstration on page 48. 



WAT PR 11LV AMD PROCiS 
Chinese Ink ami color on muiure 
Shuun [hiper 2f>' x IS" 

(Man x -than) 


pah breeze on a Lores POND 

Chinese ink umJ colors on single-layer rosy Sinicin paper 

26” x 16'(Man x 66cm) 



iris C/Onere ink anil color on mature Shuun paper 16' x 23“(4tcmx HHcrn) 
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TWO METHODS FOR PATNTING FLOWERS 


There are many ways lo depict (lowers in 
Chinese painting, hut most tall into two 
primary methods: hone and no-bone. 
The hone method starts with outlining 
the flowers and then filling in colors. The 
outlines are referred to as the "bones." 
The no-hone method, on the other hand, 
starts without an outline or a sketch 



Horn' Method 

Here's a peony painted In 
three steps: I irst. I iiuliincd 
the flower with ink 'Then, 
after the ink dried, I [Minted 
cadi petal with Colne I malty, 

I added darker colors tn the 
petal hates tn lurthcrdcflnc 
their shapes 1 lie hone meth 
od ctconimonlv implemented 
in painting detail flowers. 



Water-Ink Painting 

Some spontaneous style paintingsarr created 
with ink alone. 'Ibey are called ihut-mo him 
I water-ink painting 1 in China and .turne r in 
lapan Ink is a main pigment in Chinese paint 
mg. and water-ink painting takes advantage nt 
its vanety ot tones and texture-s. A hove you can 
see eight different tones, on raw Sltuan paper 
Chinese ink is very dark. Ihe more water you 
odd, live lighter is becomes You can dilute the 
ink to create many tones. I ake a little ink and 
experiment lyoucan use any kind ot ink} On 
tlte tight is a typtcal water- ink -painting. 



No-Bone Method 

These peonic s were pal nted 
using the no-banc method. 
In each image you can see sax 
steps ffrom (eft u> r igltt, up[>ei 
mw tn lower row) I lie peo¬ 
nies were neither outlined nor 
sketcluxi prior to my applying 
the color On t he top. 1 created 
cadi petal with one stroke. On 
the bottom, tile ha.se cotorsnl 
the flower were applied first, 
and then I dclined tile petals 
with whitr pigment Ihc no 
bone i us lin'd is widely used in 
spontaneous-style paintings 



CHRYSANTHEMUM Chinese Ink on tingle-layer raw Shutm /si/v-r 14' x 20* (Minn x Mem) 
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CHINESE VS. TRADITIONAL WESTERN PAINTING 


Differences 

Besides differences In medium, Chinese 
painting uses strokes to define objects, 
while Western painting relies on surfaces, 
lights and shadows to render objects. 
Also. Chinese painting uses the power 
ot suggestion to capture the essence ol 
objects, while traditional Western paint¬ 
ing relies on the meticulous depiction ot 
the objects' lorms. 

Similarities 

With the emergence ot Impressionism, 
many Western paintings moved away 
from strict representation to impression. 
Ibis is close to the Chinese method ol 
capturing the essence ot objects. 

Another similarity between (Tiincsc 
painting and modern Western painting 
is the harmonious use ol color. Every 
painting tends to have a dominant color 

Even though T use Chinese painting 
materials to paint C hinese paintings and 
watercolor materials to paint watercolors. 
people sometimes can't easily idcnli tv my 
paintings as Chinese or watercolor. Ibis 
Is because I integrate the theories and the 
techniques ot each style, and tbcus on cap¬ 
turing the IIte of the objects Tills frees and 
encourages me to create paintings that are 
different from those ototherartists. 



Difference* 

On (Jic right u the Western method of depicting object* Ihe cylinder and peony are rendered 
according to the light source with highlights, darken areas, reflections ansi shadows. The image 
on the left shows the Chinese pmotiug method: Regardless of the tight source, the cylinders and 
flower* arc depicted without highlights, reflection* nr shadows, vet they still have a 1 Deflect It's 
i interesting to note that in painting night scenes, Chinese artists do not paint dark colors Instead, 
a moon in tile sky or a lamp lit on a table indicates that rt is night, while tire rest ol the painting 
is rendered as if it were a bright day 

Sr nr r/o rifles (below) 

Compare these wafer lily paintings, which illustrate (lie merging ol the East and West. On tile left 
is a spontaneous - st vie Chinese painting. On the right is an impressionistic painting by my ss’itc, 
Tiling Itse Chinese painting has minimum strokes and the nhicet sure simplified likewise, tlseosl 
painting ignores many details m attempt to capture else spirit of the flowers 



water LILY Chinese ink and color on single-layer raw water Lilt HY TILING XHEN oil on canvas 34" * Jri" 

Shiuiu pope r 16" x 20" (41 an x Sian) (6 lent x 91cm) 
















IBIS Glintsc color on mature Simon paper I6*x23’(41cm x SHcm) 
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MATERIALS 

& BASIC TECHNIQUES 


To learn Chinese painting you need only a few materials: ink, 
Shuan paper (l ice paper), a Chinese brush, Chinese color and a 
mat. Eventually, you may want to purchase a chop, a stamp carved 
on soapstone for sealing the painting. You do not need fancy and 
expensive materials when you arc just starting out, I strongly believe 
that a great painting comes from the artist’s brain and hands rather 
than from exotic materials. 










CHINESE PATNTTNG MATERIALS 


Some art supply stores carry small 
Chinese painting kits that contain tiny 
brushes, ink stones, ink sticks, chops, 
rouges and water containers. These arc 
very' economical, but the materials they 
i ndude are low quality. They are designed 
for children to play with or for display. 
While I recommend buying quality sup¬ 
plies, I don’t encourage spending a lot of 
money on supplies, However, in general, 
you get what you pay for. 

Color 

Chinese painting color is less transpar¬ 
ent than watercolor hut less opaque 
than gouache. This paint is made with 
strong binding glue, so it doesn’t blend 
as dramatically as watercolor; the paint 
adheres firmly to Shuan paper. After a 
Chinese painting is finished, it needs to 
be stretched to bring up the colors. Many 
Shuan papers are semitransparent and 
the colors bleed through the surface. 
During stretching, a second layer of 
Shuan Is pasted on the back of the paint¬ 
ing. Tins additional layer makes the col¬ 
ors more visible. Hie stretching process 
also removes the wrinkles in the Shuan 
paper. During the stretching process 
the painting is wetted, but the Chinese 
painting colors don’t bleed (for more on 
stretching see page 26). 

Many Chinese painting colors are 
made by Marie’s, a famous brand in 
China comparable to Winsor & Newton 
in the United Kingdom. Keep in mind 
that Marie's also makes watercolor and 
oil paints. Sometimes my students acci¬ 
dentally buy Mane’s watercolor, think¬ 
ing that Maries produces only Chinese 
painting colors. Head the label on the 
box carefully to make sure you're huy- 
ingthe right product. It should he clearly 
marked "C hinese Painting Color." 


Ink 

Traditionally. Chinese artists have made 
ink by grinding ink sticks on an ink stone 
with water. In recent years, high-qual¬ 
ity bottled ink has become available. It 
doesn't require preparation (thus, you 
don't need an ink stone or ink sticks) and 
is easy to transport. In tact, I use bottled 
ink most of the time, including m all the 
Chinese painting demonstrations in this 
book. Similar to Chinese painting colors, 
the ink is made with strong glue. Once it 
dries on Shuan paper, it Will remain there 


until the paper is destroyed. When diluted 
with water it becomes a nice gray tone I ike 
graphite. Japanese sum! ink is similar to 
Chinese ink. and you can use it to paint 
Chinese paintings. However, do not use 
other inks (such as fountain pen ink) to 
paint on Shuan paper, because they will 
bleed during the stretching process 



Paint Essentials 

Chinese paint colors can be diluted separately 
in smalt dishes or mixed on a palette. 



Chinese Inks 

Inks for Chinese painting come in several for¬ 
mats, including sticks and premixed bottles. 






Brushes 

Unlike watercolor brushes, Chinese made from a combination of soft and 
brushes don't have a numeric sizing sys- hard hairs. Ihese brushes can be used tor 
tern. Some brushes are as big as a broom, painting a variety of textures. To start, 
while others have only one hair. you need both soft and hard brushes in 

Chinese brushes come in three tex- sizes ranging from small to large, 
tures: soft, medium and hard. Those What makes a good Chinese brush? 
made from sheep and rabbit hairs are First, the hairs of the brush should be 
white in color and soft In texture Use this (Irmly attached to its handle. Every 

type of brush t'orpainting soft objects like Chinese brush loses its hairs, but a good 
(lowers. Brushes made from wolf, ox and one loses hairs at a slow rate and lasts a 
horse hairs are brown or black in color long time. A good brush will retain most 
and hard in texture. Use these brushes of its hairs after hundreds of uses, while 
to paint rough objects such as rocks and a poorly made brush might lose most 
trees. The medium-texture brushes arc of its hairs after being used only a tew 

times. Second, when the hairs are open 




Paper 

Shuan paper (rice paper) is made from 
Sliuan grasses grown in mideastern 
China. TWo kinds of Shuan papers arc 
commonly used for painting: Raw (non- 
sized) is used for spontaneous-style 
paintings, and mature (sized) is used for 
detail-style and halt detail half spon¬ 
taneous style paintings. 

Raw Shuan paper has strong absorption 
and blending capabilities, similar toa paper 
towel. It comes in double-laser and single- 
layer sheets. The double layer is thicker and 
more absorbent, but allows lor less blend¬ 
ing, while the single layer is fhinner. less 
absorbent and allows for more blending. 

Mature Shaun paper is thin and sized 
with alum on both sides. It is some¬ 
what like hot-pressed watercolor paper. 
It allows a little blending, but il isn’t 
absorbent. Some mature Shaun paper is 
sparkly on one side; this is the side tor 
painting. Other mature Shaun papers do 
not have sparkles, and cither side can be 
used tor painting. 


My Brushes of Choice 
these brushes are the sizes t use most commonly 
in paintings. Hie rule of thumb in choosing 
a brush: the larger I lie strokes, the bigger the 
brush, and vice vers* 


Raw Shuiin Effects 

Raw .Shuan paper creates unvfue effects At the 
top left you can see the bleeding that occurs at 
the edge of strokes. On the tup right are over¬ 
lapping strokes separated by watermarks Al 
die bottom left you can see the effect of adsli ng 
intense trifcon topof medium tom-dink On 
the bottom right is the texture of ink strokes 
painted over a wet area 
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Chop 


Mat 



There are several reasons why you 
shouldn't sketch on raw Shuan paper 
before painting in the spontaneous style: 

1 Most Chincsc-stylc artists have prac¬ 
ticed painting the same subjects over 
and over again, hundreds ot times, 
to the point that “Bamboo grows in 
one's soul,* 

2 You can organize the composition in 
your mind rather than on the paper. 

3 You will be able to change the com¬ 
position by following the flow of the 
painting process. 

4 Raw Shuan paper is fragile and 
sketching can break it very easily. 

If you must sketch on the raw Shuan 
paper before painting, do so lightly with 
charcoal. Then use a dry flat brush to 
shake the excess charcoal from the paper, 
Like raw Shuan paper, mature Shuan 
paper is easy to break. When using it 
to paint in the detail style and/or the 
half-detail—half-spontaneous style, do 
the sketches on tracing paper, then trace 
the images onto the mature Shuan paper 
with a small brush and medium-toned 
ink. You can see this method in the fris 
and Lotus* painting demonstrations in 
chapter three tpages 12 and -16). 


Chops arc carved stamps commonly 
made from soapstone. Every Chinese 
artist has a name chop. Many also have 
“leisure chops.” which are carved with 
whatever words or expressions the art¬ 
ist likes, such as “peace," "lucky," “love," 
“less is more" or “no free lunch." Every 
finished painting should have a name 
chop as a seal, below the artist's name. In 
some cases, more than one chop should 
be used. Sometimes an additional chop 
is used to balance the composition. For 
example, if one corner of a painting is 
too empty, and the artist does not want 
to add more objects to it, a chop can be 
applied there instead. Another reason to 
use a chop is to show the dramatic con¬ 
trast between the red color ot the chop (or 
chops) and the black inkon the painting, 
especially in a water-ink painting (see 
the Chinese painting C.’/irysurtf/ieinum 
painted in water-ink style on page 12). 


Chinese' Painting Tools 

Triilitinn.il Chiiu-.ii.- painting materiali inchufe- 

chops, rouges, wood weights and felt mats. 


I typically create Chinese paintings on 
a flat surface covered by a tell mat that 
provides a soli, absorbent surface for the 
Shuan paper, l ight-gray fabric, about I /8- 
inch (3mm) thick, works well for the mat. 
Many Shuan papers a re sem it ransparen t. 
so don't use black or Intensely colored 
fabrics. If you do, the mat's color will 
deceive your eyes and cause color con¬ 
tusion in your painting. 


Paper Weights 

Place paper weights on the edges ot the 
paper to keep it flat and easy to paint on. 
I use long, wooden weights 
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USING CHINESE BRUSHES 


Opening ami Cleaning 

A newly purchased brush has firm hairs 
glued together and covered by a plastic 
cap. Unbind the hairs betore using the 
brush by leaving the hair portion ol the 
brush in water for several minutes (up to 
an hour). The glue will dissolve and the 
hair will loosen up so you can use the 
brush for painting After painting, rinse 
the hair with water (so3p isn't neces¬ 
sary). Don't put t he cap back on the brush 
because it will keep the hair wet, and the 
moisture will damage the brush. 


Holding the Brush 

To hold the brush, use your index finger 
and thumb to grip the middle of the handle, 
t hen close t he other th tee ft ngers loosely to 
reinforce the grip (sec images at right). 

Do not hold the brush as you would a 
pencil or pen. You won t he able to manip 
ulate the brush to create beautiful strokes. 
Holding the brush sideways to paint is 
called 'side brush" (sec bottom left). 

Another common way to hold the 
brush is straight from the surface of the 
Shuan paper. It is called "center brush" 
(see bottom right). 


Controlling the Brush 

The amount of water, ink and color in 
a brush affects the stroke textures and 
the way the ink or paint blends on the 
Shuan paper. This effect is exaggerated 
when you’re painti ng on raw Shuan paper 
(see image at right). It takes time to learn 
how to control the amount of water, ink 
and color in the brush to paint the right 
strokes. Keep practicing and you will 
achieve perfection. 





Creating Texture 

the less water, ink am] color in the brush, the 
rougher the texture (left stroke) and vice versa 
(right stroke) 


Holding the Brush 

Here arc the side (ahovr) and lop (right) views 
of a correctly held brush 





10 


Side Brush 

I told the brush sideways to achieve broad 
and rough-textured strokes. 


Center Brush 

Painting center brush allows von to create hill, 
round strokes in a variety of sizes. 
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Loading Several Colors 
on One Brush 

When painting flowers, you can load 
several colors on one brush to create a 
petal with a single stroke, See steps 1-5 
to load yellow, Vermilion, Carmine and 
Rouge on one brush. Use one stroke to 
paint a petal. You can practice this tech¬ 
nique hv following many of the Chinese 
spontaneous-style painting demonstra¬ 
tions in chapter tour. 

Places to Buy Chinese 
Painting Materials 

Sometimes it’s not easy to find Chinese 
painting materials. Often, your favorite 
local art supplier can order specific items 
lor you. You can also order them from 
me at www.lianspainting.com. 



1 load Yellow 

Wet (be brush completely 
anil Irani yellow on Us heel 
(the part of the brush head 
closest to the handle). 

2 Load Vermilion 

Load Vermilion next to 
the yellow on the upper- 
middle section. 

3 l.oiul Carmine 

Load Carmine on the 
lower-middle section, 
next to the Vermilion 

4 l oad Roll's' 

Load Rouge at the tip 



Alter voti ve loaded the brush, hold it sideways to paint several strokes. 
Use the tip as a pivot point (poi mi ng to the center of the flower), and J rag 
the middle and heel. 
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WATERCOLOR MATERIALS AND TECHNIQUES 


Paper 

I use Arches 140-lb. (JOOgsm) cold- 
pressed watercolor paper because I like 
the sizing on the paper, and its strong 
surface holds up to masking Hind. When 
I paint flowers or other soft subjects like 
fish and birds, I use the smooth side with 
the-watermark. When 1 paint landscapes 
I use the side with the rough texture. 

Flatten the Paper Without 
Pre-Stretching 

To prevent the paper trorn warping 
when it dries and to make pouring and 
blending color easier, tape or staple the 
watercolor paper on a firm board, such 
as three-ply plywood board or Gator 
board I typically use clear packing tape 
or masking tape to attach each edge of 
the watercolor paper to the hoard (place 
the tape about G inch |6mni' from the 
edge). Use the plastic handle of a brush 
to press the tape onto the paper and 
board, removing air bubbles for a secure 
attachment. If you use a stapler, shoot the 
staples approximately I inch (3cm) from 
each other at about ‘a inch (6mm) from 
the edge ot the paper 


Colors 

For years I have tried to minimize my 
palette. In fact. I completed every water- 
color painting in this book using just three 
colors: blue, yellow and red. For the blue, 
I usually use Antwerp Blue (Winsor & 
Newton). Occasionally, I use Prussian 
Blue (Winsor & Newton) or Royal Blue 
(Holbein). For the yellow. I use Arylide 
Yellow (Da Vinci) and Azo Yellow 
Medium (Van Gogh). Permanent Yellow 
Lemon (Holbein)and Hansa Yellow Light 
Lemon (Da Vinci) arc also on my list 
I use different red pigments depending 
on the color of the (lower. For example, to 
paint pinkish Howers l use Quinacridonc 
Rose Red Deep (Da Vtncl). To paint 
orange-red flowers I use Naphlhol Red 
Mid-Tone (Da Vinci) or Permanent Red 
Deep (Van Gogh). 


Using Watercolor Pigments 

There are many benefits to using a lim¬ 
ited palette. With only three primary 
colors, you can create many second¬ 
ary colors. Also, it's easier to achieve a 
dominant color in a painting. A limited 
palette also helps keep the painting from 
becoming muddy. For whites, I preserve 
the white of the paper. Sometimes 1 use 
masking fluid to help me do this. To get 
dark colors, I mix undiluted blue with a 
little undiluted red and a small amount 
of water (sec below). 


Pigments 

these are three typical primary color* 1 a w tor waterrnlnr pal nti ng 
the dishes contain the it colon diluted wall clear water. 



+ * * 


My Palette 

Here yon can also see how l lay oat the three 
color* on a palette 1 make three puddles of each 
color, twn for mix mg with other colon, and one 
for pure colon ng this none of the secrets to 
keeping painting* Jean. 
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Diluting Paint 

To prepare diluted paint tor poormgand 
blending. I mix each color with dear 
water in a small dish, using a separate 
brush to stir each color. There are two 
rules of thumb tor making diluted col¬ 
ors: First, to darken the value of a paint 
ing, use stronger values of the blue and 
red mixtures. (To lighten the value, use 
weaker values of the blue and red mix¬ 
tures.) Second, never create anything 
darker than a medium value ot yellow or 
it will become muddy. 


Pouring and Blending 

Before pouring the paint (see photo of 
diluted paint below), use a spray bottle 
to wet the paper lightly. I hen pour the 
diluted paints next to each other on the 
wet area Ihecolorswill follow'the water 
and blend into each other. The more water 
and paint, the greater the blending. 

For more dramatic color blending, tilt 
the watercolor paper so that the colors 
flow into each other. To keep the painting 
from becoming muddy, tilt the painting 
in one direction only. Otherwise, the col¬ 
ors Will overmix. 


Using Your Fingers and 
Mouth to Paint 

After pouring diluted paints I use my 
fingers and brushes to direct the flowing 
and blending (sec below). Using my fin¬ 
gers to paint is fun; it takes me back to my 
childhood art projects. 

Another fun technique is blowing 
on the diluted paints to create effects 
like stems and grasses (sec below). Place 
your mouth close to the paint and blow 
it onto the dry areas with a short, strong 
bursts of air. 

At first, it won't be easy to control the 
pouring, blending and blowing tech¬ 
niques. Practice on small watercolor 
papers without pal nlmg any subjects until 
you become familiar with the techniques 
and can handle them comfortably. 



Diluted Pawl Values and Mending 

I usually try to create a medium vahic, a* sou can sec on the tower testing 
strokes above»he dishes. Ibe strokes on the lop show very strong color 
value, will It- the middle strokes show the very weak cal uc. 

In the upper middle where the blue, yellow and red meet, ynu can see 
the Mend mg effect of a higher percentage of water In contrast, less water 
and paint create a “fluffy * texture You can see this effect at the right tide 
of the red paint 


Blown-Paint Effects 

Short, strong hursts of air can be used to create stems and grasses. 



Hands-On Painting 

Manipulating the paint with my fingers allows me tn have direct contact 
with my painting so that I feel 1 a in part of it 





Brushes 

! like synthetic sable brushes because they 
have good elasticity and are easy to handle. 
The brushes shown on this page are the 
ones I typically use. They arc not fancy 
or expensive. I don’t like to use Chinese 
brushes tor watercolor painting because 
they retain a lot of water and their hairs 
are too soft to work with. Conversely. I 
don't like to use watercolor brushes lor 
spontaneous-style painting because they' 
can’t be loaded with a lot of water, ink 
and colors, which is necessary for creat¬ 
ing long strokes on strong, absorbent raw 
Shuan paper. The rough hairs in synthetic 
sable watercolor brushes will also easily 
break the delicate Shuan paper. 


Masking Fluid 

Use masking fluid to preserve detailed 
areas such as the focal-point flowers so 
that they aren’t contaminated during the 
color pounngand blending process. I pre 
ter a light yellow masking fluid, but I used 
a gray mask tog fluid for the watercolor 
demonstrations in this book since it shows 
up better in photographs. It doesn't matter 
what color ot masking fluid you use, but 
keep in mind that brightly colored fluid 
can distract your eyes and Interfere with 
your color perception. 


Handling Masking Fluid 

When you open a new bottle ot masking 
fluid, the solids arc usually condensed in 
the neck of the bottle, 1 use the handle ot 
a small brush to stir the solids back into 
the liquid. Don't shake the bottle since 
this will create bubbles. After applying 
masking fluid, replace the cap immedi¬ 
ately. It’s not a good idea to use masking 
fluid that has been open for more than 
a year. Old masking fluid is difficult to 
apply and remove. Worst of all. it can 
become permanent!)’ stuck to the paper. 



Watercolor Brushes 
Synthetic sable brushes.ire ideal foi water- 
color painting because they are elastic and 
easy to handle. 


Masking Fluid and Idols 

Masking fluid* come in different entnr* I like 

the light-yellowish one from Winsor & Newton. 

I can we where I've applied thiwnasking fluid, 
and it's easy to remove. I use a variety ot took 
to apply masking fluid, including twigs, hatnlsoo 
pens and the incredible Nih 
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Applying Masking Fluid 

I essentially use two tools to apply mask¬ 
ing fluid. For large areas such as a whole 
flower, I use my fingers. For smaller 
areas such as stems and grasses, I use the 
wedge-shaped end of a brush handle. You 
can make tiny strokes with the end of a 
brush handle if you use its sharp edge, 
or you can make large strokes if you use 
the flat side. 


Correcting Mistakes 
and Speeding Up the 
Drying Process 

If you make a mistake while applying 
the masking fluid, wait for it to dry, then 
remove and reapply it. Masking dries in 
about an hour, depending on how thickly 
it is applied and how much moisture is 
In the air. Masking fluid manufacturers 
recommend letting the maskingair-dry. 
However, I've also used a hair dryer, and 
even pul it in direct sunlight tor quick 
drying. I hold the hairdryer a minimum 
of 2 feet (61cm) away from the masking, 
and I don't expose the paper to sunlight 
for more than half an hour, 


Removing Masking 

To remove the masking, I use packing or 
masking tape. Cut the tape into pieces 
about 2 inches (5cm) long, then press 
the pieces on top of the dried masking 
and drag and peel the masking from 
the paper. To keep the masked area 
clean, peel the dried masking away from 
the center of the masked area outward 
toward its edges. Also, change to a new 
piece of tape after a few uses. 




Masking With Fingers (top left) 

1 use myfingers to apply masking fluid to I ,t rye areas 

Masking With Brush I la mile (top right) 

IV the end of a brush handle tn create stems and 
grasses with masking fluid. 

Removing Masking (bottom left) 

■\ppty 2 inch iSImm) pieces of tape to the masking 
and jvvI tlie tape up to remove tile masking. 
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NEGATIVE PAINTING 


t frequently use negative painting to 
define obfccts and create beautiful effects, 
as you can see in many of the demonstra 
tions in chapter four. Here is a simple 
way to implement this technique in 
watercolor. You can apply this technique 
similarly in Chinese painting. 




1 Pour Colon! and Coll Out Flower Shape 
Pnurof wash in the three primary colors < Hue, 
yellow and red). Alter the paint d ru t. use a brush 
to call out t he dupe' of the flowers with blue (nr 
a color with a darker value than the base colors) 
lightly Wet another brush and use it to blend 
the blue so that it gradually fades nun the back¬ 
ground colors without a hard edge 

2 Define the Ldges, then Blend 

Use red to define the area where the two I In were 
touch Leave a ha id edge next to the closer flower, 
but blend the red into the flower behind so that 
it gradually Mends into the base colors 

3 Coll Out the Petals 

Calf out the petals of each flower Use one brush 
in apply the red at the base nf the petals, then 
lightlv wet another brush and use it tn blend the 
color toward the tips of the |>ctals. 

4 Define the Leaves and Stems 

Use separate hrudkit to define leaves and stems, 
asm step } Use one brush to apply blue and 
another to lilend the blue into the base eolot s. 


NEGATIVE PAINTING TIPS 

1. Paint around the object, bul don't paml the object. 
To understand this concept, place one of your hands 
on a sheet nf paper and open your fingers. Paint 
around your hand and fingers I ift your hand up and 
you can see its shape created by the paint around it. 

2. Retain the base colors as the object's color even 
if they don't realistically represent the colors oft he 
actual object l : nr n.implr, a s OK tor leaves to remain 
blue or dark purple (instead of grcetsl You will define 
the shape of thenbiect by painting around it. and its 
shape will make its identity clear 

i. Preserve the object's edges, while blending them 
smoothly into the base colors at the background. 

4. Ihe blending brash should be only slightly wet 
If a has too much water, it will blend the color too 
much and wash out the base colors 
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STRETCHING A CHINESE PAINTING 



When colors and ink dry on Shuan paper 
(both raw and mature), the paper wrtnkles, 
Also, the pigments sink into the unpalnted 
side of the rase paper, making the colors look 
drab. To remove the wrinkles and showcase 
the vivid colors, you have to stretch a fin¬ 
ished Chinese painting To do this, you'll 
attach another layer of Shuan paper to the 
hack of the original painting. 


Stretching Material* (above) 
this picture shows:lw materialsyou need to stretch 
a Chim-v painting wallpaper paste, a .VA inch (9cm) 
hake brush, paper towels and a spray bottle 


Unstretched Painting (left) 

Here's the painting we re stretching and the double 
layer raw Shuan paper underneath^ 



I Align Painting and Spray With Water 
Mark two edges and a corner of the painting 
on the glass with masking rape, almut 2 inches 
(5cm) Irani the edges of the glass. Lay the paint- 
i ng upside dow n on the glass, aligning nne cor¬ 
ner and two edges with the pieces of tape Spray 
with water until it's (list wet. 


2 Apply Wallpaper Paste 
Use the large flat brush to apply the wallpaper 
paste to the hack of the painting Start I mm the 
center nl the painting and brush out toward 
the right edges. Continue to apply the paste to 
the left side of the painting the same way 


3 Brush Out Bubble* 

After brushing out the hubbies lair gaps between 
the painting and the glass), use a paper towel to 
wipe off the spilled paste around the painting Be 
careful not to touch the painting or it will tear 




4 Begin Applying the Row Shuan Paper to the Bock of Pointing 
Roll uptlw raw Shuan paper and bold it in your right hand. Use your left 
hand to roughly align the lowcrlc-ft corner of the raw Slmari paper with the 
lower-left corner ol the glare. Slowly lay a email portion of the raw Shuan 
paper down onto the pointing 

5 Continue Applying the Row Shiutn Paper 

While dovdv unrolling the raw Shuan paper onto the palntirig with 
your right hand, uee your left hand and the paper towel roll to gently 
press the raw Shuan paper down onto the painting Afterthe raw Shuan 
paper attaches to the painting completely, use your right hand and the 
paper towel mil to further llaltcn the raw Shuan paper, attaching it 
strongly to the pamtl ng 


6 Attach Painting to the Plywood 

t in med lately brush a Is inch inmml borderot wallpaper paste a mu nd the 
perimeters of the raw Shun n paper, then use both hands to lilt up the raw 
Shuan paper and the painting together (Start from one earner and then Ii6 
the whole painting) Attach the perimeters of the raw Shuan paper to the 
5-ply plywood. It will take several hours for the painting todry, depending 
on the humidity 

7 Cut the Painting From the Board 

When the painting and the raw Shuan paper are completely dry, the paint 
mg will he llal without am-wrinkles. Cut it from the plywood hy slicing the 
rase Shuan paper at about ;■« null l(>mrnl from thecdgenof the painting 
Now tlse painting can he matted and framed like a water color 
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SECRETS OF 

CHINESE PAINTING 

COMPOSITION 


Chinese painting compositions are unique and create an aesthetic 
that isdistincllydiffcrcnt from Western paintings. Among the secrets 
of creating these special compositions are; clear focal point, strong 
contrast, relative balance, three-line integration, grouping objects 
in geometric shapes, dynamic orientation and leaving white space. 
Study the lessons in this chapter to learn how to incorporate these 
composition secrets into your own painting. 




FOCAL POINT 


The local point in a painting is like 
(he commander in a group of soldiers 
Without a leader, the soldiers tight indi 
vidually rather than as a team. They must 
fight together to he successful in battle. 
Likewise, without a local point, objects 
on a painting have no relationship or 
communication with each other. They 
look like they just happen to lie there and 
lack interaction and connection. 

Generally, the focal point is located 
in one of tour primary spots: the inter¬ 
sections of nine equal divisions of the 
paintings (three horizontal and three 
vertical). Use circles on the illustration 
above indicate the four spots. This con¬ 
cept holds true regardless of whether it 
Is a vertical or horizontal composition. 
Compositions centered in one of these 
four spots are naturally pleasing to the 
vtewer's eyes. 




Western Connection 
"this division into thl rds is also com mori ly 
uwj in tVcslcm painting. It is nlt.n rcteircd 
toas the "ruleot thirds * 


Focal point: Lower Right 
the flower on the lower right is the focal 
point. Its petals arc larger, its colors arc 
more vivid, and it has more detail.! than 
the flower above 

might narcissus Chinese ink and 
color on raw Shnan paper 14" x lit * 
(36cm x 46cm) 



Focal point; Upper Right 

In Ihn painting the focal point is locate d in 
the upper right The flower there is large, with 
intense colon and more details. 



Focal Point: Lower Left 

Sim liar to Chinese paintings, Western watenrnlor paintings can also Have 
focal points falling on one of the four spots. I be two flowers on the tower 
left dominate the objects in the painting 

waikr tin imfenrokw on Arches 140-lb IJOOgsm)cold-pressed 
ustlmnW paper 14 " x Jl ' fJo« m x 5Jcm) 


TIGER l II V Chinese ink and color on 

ntw Shuan paper U“ x 26" (46cm x 66cm) 













SEVEN PRINCIPLES OF CONTRAST 


Another Chinese painting composition 
secret is the emphasis on strong con¬ 
trast between dark and light, large and 
small, long and short, singular and mul¬ 
tiple, vertical and horizontal, defined 
and blurry, and shapes and lines. This 
principle is based on an ancient Chinese 
belief: things in the universe are created 
in opposing hut complementary pairs 
e.g., light and dark, lire and water, life 
and death. The yin and yang symbol 
(right) represents this concept; The two 
parti are opposite but rely On each other 
for existence and survival. On the fol¬ 
lowing pages you can see examples of 
the seven principles of contrasL 



l)urk vt, light 

The very dark Incu s leaves on t he left contrast 
strongly with the light leaves nn the nghi 
Together they create a Harmonic existence. 
If all the leaves were (he same value, the 
composition would be plain and Ixiring 

Yin anil Yang 

ThU well-known symbol represents the 
Chinese philosophy that thectemcnOof 
the u mverse are created in opposing but 
complementary pairs. 




Long vs. Short 

Tins pointing has two mom branches, one of which is longer than the other 
II they were the same length the composition would seem mechanical. 



Large vs. Small 

The larger flower near the center contrasts with the 
smaller llower next to it on the right. Also, it allnws 
the larger llower to dominate the composition The 
smaller llower brings more attention to the larger 
llower and makes it seem even bigger 
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Vertical vs. Horizontal 

This composition shows rwn major forces crossing each 
ocher in an interesting way The llossvr* fmm lell tD right 
form a strong horirnntal Die stem and leaves form a 
strong vertical. These lines create tension, as well as attr.se 
linn. T lse horizontal and vertical lines are nnt straight I mes 
slefinedhy three points, as in math They relate to forces 
! lines! crossing cadi other in a non right angle. Basically, 
the I ires don't haw to he romplclety straight or rnmptctely 
vertical or horizontal. 

nmo 01 paraihsii Chinese ink wttl rotor on 
single-layer row Shmzrt ptiper 22" x 16" (Sbcm x thin) 



Singular vs. Multiple 
In grouping the obiccts, it's 
best to avmd assigning the 
same numher nf objects to 
each group. This compos i- 
lion has a lot nf flowers on 
the upper part and lust a few 
llowers on the bottom The 
void in the lower portion nf 
the painting creates a break 
for the eves 



Defined vs. Blurry 

Objects m a painting arc defined by different 
level s of detail and va Ine. This va rut son in sfetail 
and value creates depth as well as a clear local 
point. Here, part uf the large branch is painted 
with intense,dark ink while the other portion is 
blurry and light. The same principle can be seen 
in the smaller branches, Thu effect is si m ilar In 
a close-up picture: The focused object is clear 
while the rest of the image is Islurry. 



Shapes vs. l ines 

Chinese painting relics heavily nn brushstrokes 
to define subjects. When strokes are large they 
can become shapes nr surfaces TV fhsir leaves 
shown here were painted with a few strokes 
and they appear as shapes that are much larger 
than the strokes out lining the flowers. Hie 
contrast between the shapes and lines makes 
the painting si ng 
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BALANCE 


Balance between objects is an important 
part ot Chinese painting composition. 
Tins balance is not perfectly even (right). 
On the othcT hand, a composition totally 
out of balance doesn’t feel comfortable 
(far right). Balance in Chinese painting 
composition is a relative balance. I magme 
trying to balance two objects of different 
weights on a scale. You must locate the 
heavier one closer to the pivot point, while 
the smaller object should be farther away 
to make the objects balance The three 
paintings below illustrate different ways 
relative balance can he accomplished. 



Evenly Hulunred Composition 

Use perfectly even balance ot the twn groups 
ni bamboo is uniform and boring. Chinese 
painting composition involves relative balance 



Unbalanced Composition 
lbe left side ot the painting u empty, and the 
viewers eyes wifi seek something there To fill the 
void, include another smaller group of flowers, 
some calligraphy, and your signature and chop 



Relative Balance: Watercolor Pointing 

I he composition principle implemented in 
tlm vrjrtcrvotor icsimiljMn that ot the Chinese 
painting (near nght) and it wnrkswvll 

OR apes wttennloron AnAes 140 ih 
(300gsm) cold-pressed lurfrrroW paper 
I-I" k 21' (36cm x SJcnt) 


Relative Rolonce 

The bamboo on the right is painted with dark 
ink and lias a heavy appea ranee On thr Irh, the 
bamboo is depicted with I tght ink 'lbe lighter 
bamboo combines witli t lie calligraphy, signa 
tunc and chop ns a echoic to halanre the right srdr 


Relative Balance 

Here, the heavier center ts balanced by objects 
on hoth sides. 
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THREE-LTNE INTEGRATION 


Another Chinese painting composition 
secret is the three-line or three-force 
integration that leads the viewer's eye 
around the composition. Objects in a 
painting are organized into three groups 
(one major and two minor). These three 
groups act like three lines crossing each 
other to create harmonious interac¬ 
tions. Keep the following in mind as you 
arrange the three groups at least two of 
them should overlap, they should not be 
parallel, they should all move in a similar 
direction, and one group should be dom 
inant and the other two supporting. 




Three-Line Integration at Work 

Here mu can see four compositions using three-tine integration. The heavier 
dotted li nes with larger arrowheads indicate the major lines (groups! 




Magnolia Three Line Diagram (above) 


Harmonious Interactions 

The heavy dotted line in the middle of die painting indicates the mater 
group at magnolia llerwert that extendi from the hottnm left through the 
in idd Ic nght and upper lets. It helps to cn three the focal -point (lowers 
in the middle right. A minor line (grnup) nl branches, leaven and buds 
extends from the upper m iddlc n ght down to the lower lett Ihe hra nch 
extending from die lower right corner to the lower left forms another 
minor group The two minor lines integrate and overlap with the major 
line, creating an i ntercstmg composition 


m AGNOl I a Chinese ink and color on single-layer raw Shuan paper 
XT *20'(74cm x Stem) 



























Three-line Integration in Watercolor Composition* 

HiKc-lliM integral ion creates beautiful compositions In Chinese palm¬ 
ing, sol use it in watercolor pamtingeai well rn this example, the trunk 
and the coconuts together form an upward line, the mamr force in the 
composition. the Leaver on the top form a minor line, cite ruling from 
right In middle left,‘The stem and the leaf on the lower right and the hint) 
become the other minor line. 

COCONUT tR i l a Nti itiRlr waterralar on Arches 140-lb 
(JOOgsm) cold-pressed waleuoktr piper 24" x IH" (Alan x 46cm) 


Major an d Minor I incs 

Tlie tiger Illy item eictending from the bottom light 
to the upper left creates the major line and focal 
point of the painting, The smaller Illy and «cm in 

the background is a minor line that is parallel tn the 
manrinv A parallel line tend tin look etirt inacom 
position. Therefore, it needs another minor line ’Ihe 
third I ine, formed hr the large leaf extendi ng from 
tlie lower nghl to upper right, breaks the rigidity 

r ig n R ill V Chinese ink ami color on single- 
layer raw Shuan paper 20" x 13’ (Stem x 33cm) 


Tiger Lily 

Three-Line 

Diagrams 


Directing the Viewer's Fye 
The two orchid blossom s, along with the 
Large leaves an either side, Inrm tile maior 
line The two flowers create the focal 
point. Two minor lines formed hy the 
stems, roots and leaves start at the bot¬ 
tom of the painting and move through 

the llowers to the lop These minor lines 
di reel tile viewers eye to the focal point 

nount F ORCIItns Chinese ink 
arid color on single-layer raw Sltuan 
piper IK' x 24’(46cm x 61cm) 

Double Orchids Three-Line 
Diagram (left) 
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GEOMETRIC ORGANIZATION 


Organizing objects geometrically in a 
composition is another Chinese paint¬ 
ing composition secret Tliese formations 
create interesting and beautiful paintings 
that keep the eye flowing through the 
picture plane. 





Geometric Composition Comparison (above I 
I el s analyse two sketches to see hnvr the use of geometric organ ij-ation 
atfects the composition I la Mlylmcks on the left arc arranged in a circle, 
while the llowcrs on the right are laved mil in an Sshnpe I lie circle cause* 
the csv to move around the composition, reinforcing the focal point on the 
lower left. Similarly. theS-shape forms an Interesting path Cor the viewer's 
eye. leading it to the point of i merest on the lower right 


.Arc Shape (left] 

Here the flowers and leaves are painted in an arc shape, llns composition 
is more attractive than painting tlum the way sunflowers actually grow, 
straight up and down 

stiS'Fiow eh Chines* bd. ami color onshigie-iirjer raw Shuatt paper 

17" x 19*(&km x 4$cm) 


.th 












Rectangular Shape 

the wistci Ij spieads out u> the four cot tiers ut the paper, Kit wing 
a rectangular shape Ihis shape has the power to grasp the viewer's 
attention at first glance because of its fullness 

wisteria Chinese ink and color on single-lover rnwShuan papa 
10" x 14" (25cm x36cni) 



Triangular Shape 

A haslu-t containing grapes is larger ut the bottom, 
forming thr base of the triangle. It becomes .smaller 
ut tire top, suggesting the tip of the ti tangle. The tri¬ 
angular shape lends a sense of stability to the nbircts. 

grapes AVD BASKET Chinese ink 
and color on single-layer raw Shiran paper 
24” x 36" (61cm x 9Ian) 



Geometric Organization in 
Watercolor Compositions 
The aic starts with thethiee orchid flowers 
in the middle right and continues to the 
left with the motsand stems. It then curves 
down tow,nd the lower left with more roots, 
tlowcr buds and another tlower It ends at 
the bottom right. Arranging objects on an 
arc creates a circular, flowing motion View¬ 
ers start with the focal-point flowers in the 
upper right. After they have enjoyed t hose 
details, their eyes move around the arc, tak¬ 
ing in the whole picture 

orc mi* pi ow ms watercolor on 
Arches 140-lb. foOOgsm) cold-pressed 
watercolor paper IS" x J4'(46crn x 6tan) 
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SIT R ETS or CHINESE PAINTING COMPOSITION 



DYNAMIC MOVEMENT 


Another important principle in Chinese 
composition is the dynamic movement ot 
the objects as a whole In one main direc¬ 
tion. This creates tension and communi¬ 
cation between objects and emphasizes 
the local point. 






Upward Movement 

In addition u>centricorientation, upward. downward and horizontal dim. 
lions arc also commonly used These three images arc all upward moving 
compositions. However, each varies slightly at the top: The corn stock 
iahnve left) shifts inward the left, the vasr and the flowers (above right) 
are straight up and down, nod the luhiscus (right) shifts to the right 


Centralizing Movement 
lliis ink sketch Is a good example cif cen¬ 
tralizing movement Tiie leaves, stems and 
grasses all lead the viewer's eye toward the 
centerol flic painting, where live lUnwrr and 
tile dragonfly torm the focal point 





Centralizing Movement in Painting 

Compare this painting to like ink skeleli on the left You 

can see the similarities. 


TRUMPFT C R F r r rl( Chinese hfk and color on raw 
Shaun paper IN' x Jo'(46cm x 66cm) 



HIBISCUS Chinese risk and color on rawShunn pope 
14"x 14' (ohm x ohm) 





























M AGNOLIA Chinese ink and color on 
single layer ntw Shiuinpaper 14'x IS" 
(36on x 46em) 

Downward Movement 
These three painting are all downward moving 
compositions. In tile painting on the lower left, 
the morning glories hang down towaid the right. 
In the painting on the upper left, a branch moves 
from the upper right Inward the lower left, 
leading viewers'eyes to the small insect. In the 
painting ahovr. the flowers and branches move 
from upper right to lowri left. 





Horizontal Movement 
I his ink painting (far left) is an example ot 
a horizontally ot leu ted composition. Its main 
force moves from right to left, branching out 
a little on the way 

































LEAVING WHITE SPACE 


The last but most important principle of 
Chinese painting composition is leav¬ 
ing white space on the paintings. “Count 
the unpainted area as painted" is a very 
common phrase among Chinese painting 
artists. live unpainted area on a painting 
provides a place for the eye to rest Mon: 
importantly, it invites the viewer to use 
his imagination to complete the painting. 
As a result, he is more attracted to the 
painting since the longer he looks at the 
painting, the more he can (cel and “see." 



Room for the 
Imagination 
this painting has a lot 
at' uiipainted spaces 
where your eyes can rest 
after viewing the vividly 
colored flosveis. You can 
also imagine whatever 
Von want to see ui those 
spaces, such as other 
flowers, small animals, 
bods and insects 



Two Mediums, One Technique 

Leaving whiles is also essential Lot w-atrivnloi composition. Here are iwm 
paintings ot the same subject, one done in Chinese ink and color and the 
other in watercolor. Itoth have white spaces. I n a way, the whites on the 
painting aie like secrets that aie being kept trnm you. You aie interested 
in finding the secrets out. but you have to speculate about them by yourself 
Ihe more you want to know, the more curtail* you become and I hr more 
attractive the painting is to you 



PEONY (above) watercolor on Arches 140-lb. (M)Ogsm) 

cold-pressed watercolor paper 14" x IT (36 cm x 5.Vm) 


peony (t.EET) Chinese ink and color on raw 5l\uan paper 
16’x 20" (41cm x 51cm) 











COMPOSITION METHODS IN ACTION 


Now lhai you've learned ihe secrets 
of Chinese painting composition, let's 
implement them with hands-on experi¬ 
ments. This composition method pro¬ 
vides maximum opportunities to create 
numerous compositions from the same 
sketches by flipping and rearrangi ng the 
sketches. Also, it reduces the amount of 
sketching and erasing on Sliuan and 
watercolor papers, which saves time and 
prevents paper surface damage. Here are 
the basic steps for creati ng compositions 
with this method: 


1 Choose a 15" x 22" (38cm x 56cm) 
sheet of Shuan or watercolor paper 
(this is equal to halt a sheet ot water- 
colorpapcr). Now get a piece oftracing 
paper in the same sire (either by cut¬ 
ting a large sheet or pasting smaller 
ones together). 

2 Lay the tracing paper on top of the 
Shuan or watercolor paper, 

3 Choose several flowers among the 
sketches and arrange them on the 
tracing paper as focal points. 

■I Arrange other sketches of leaves and 
stems on the tracing paper to com 
plcte the composition. 


5 Use clear tape to attach the sketches 
to the tracing paper. 

6 Put the tracing paper with theskctches 
on a lightbox orawmdow. and lay the 
Shuan paper or watercolor paper on top. 

7 Trace the composition onto the Shuan 
or watercolor paper. You can use pen¬ 
cil to trace on watercolor paper. See 
“Chinese Painting Materials" (page 18) 

to see how to trace the images onto 
Shuan papers. 

Below arc four different compositions 
I got from the same sketches using this 
method. 



Iris Sketches 

Here are different sketches of Iris (lowers, 
leaves and stems nn tracing paper 1 did them 
on large pieces ot paper, which 1 trimmed 
down Now I will use these sketches to form 
a Variety of compositions 



Vertical Compositions 

In both compositions. I placed objects higher on the left and tower on the 
right. However, by placing more flowers in die upper left in one image (lefti 
and more in the lower right in the other Inghl), I've created a different focal 
point for each 
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Horizontal Compositions 
tn both of these compositions the objects are 
at ranged on an art shaped path, moving from 
the upper ten down tn the middle center and 
curving up again to the upper right When 
we change the quantity of flowers at different 
locations we create a different total point in 
each composition 
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DEMONSTRATIONS 


Having learned the basics of Chinese and watercolor painting, it’s 
time to implement the theories and practice the techniques. When 
you follow the step-by step demonstrations in this chapter you may 
not achieve the same results as I did. I can’t duplicate them either. 
Focus on learning the principles rather than copying ever)' detail. 
Try using different colors. Or. instead of copying my brush-loading 
sequence of light pigment at the brush heel gradating to dark at the 
tip, you can experiment by loading your brush in the reverse order. 

Most artists develop their own painting method. I encourage you 
to temporarily forget the way you normally paint when following my 
demonstrations. Learn the principles and essence of my techniques, 
then integrate them with your principles and techniques to create your 
own style. Don’t think of trying to create a masterpiece ever)’ time you 
paint, especially when you’re learning another artist’s techniques. 

Finally, 1 strongly advise watercolor artists to study Chinese 
painting. It will help you learn to control water, manipulate the 
brush, and avoid overworking. Most importantly, it will teach you 
to discard paintings that have even a few wrong brushstrokes. Keep 
practicing and you will achieve your goal. 



CHINESE PAINTING DEMONSTRATION—DETAII STYIF 

IRIS 


l earning detail style is the inundation training for Chinese artists. It's equivalent to learning 
to sketch in Western art. In the beginning, students learn howto use ink and brush to sketch 
objects with strokes (lines). When they have sulftcicntly developed thetr skills, they are ready 
to develop detail style paintings, After they have reached a high level of proticimcy, they 
are ready to develop spontaneous style paintings, 



1 Form the Composition With Tracing Paper 

Use a ballpoint pen or pencil to sketch the iris flowers on tracing paper, then cut them 
out separately. Arrange the cut-out sketches on a 16" x 23 (41cm x 58cm) piece of 
tracing paper to form a composition Attach the sketches to the tracing paper with 
transparent tape Lay the mature Shuan paper on top of the tracing paper and attach 
them together with several small pieces of drawing tape 


i Trace the Composition in Ink 

Dip a brush into a small amount of medium-toned ink and hold it straight to trace the 
entire composition Use one hand to hold down the mature Shuan paper while rest¬ 
ing the wnst or forearm of the other hand (the one holding the brush) on the paper 
Move the forearm and the hand together when painting long strokes 


« MATERIALS 
PAPER 

mature Shuan paper, 16" x 23" 

(41cm x SScml 

BRUSHES 

wall • medium • large 

CHINESE PAINTS 

While • Yellow • Burnt Sienna • 
Vermilion . Carmine, Rouge • 

Phthalo B-ue • Blue • Green Labe 
Three • Indgo 

OTHER SUPPLIES 

Chinese ink • tracirg paper • ballpoint 
pen • transparent tape • drawing 
tape • penc (optional) 



i Appl\• Foundation Colors 

When the strokes are diy, use a large 
brush to apply Carmine and yellow to the 
flower area and Phthalo Blue and yellow 
to the leaves 
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4 Paint tiif Background Foundation Colors 

Paint the foundation colors of the background In the same manner with 
yellow, blue and Carmine. Blend them smoothly into each other 


5 Add Another Later to Intensify Color 

When the background colors are dry, use small and medium brushes to 
apply Rouge, blue. Phthalo Blue and ink to intensify the value 


6 Start Painting tiif Pftais 

Use a medium brush to paint the first three 
petals of the central flower with Rouge 
and Carmine. Lightly wet another medium 
brush to blend the two colors smoothly 
into the foundation colors 


7 Continue Painting Pftais 

The petals above those three are lighter 
and are orange-yellow Apply yellow and 
Vermilion at the bases and white at the 
tips. Blend the colors smoothly where 
they meet 
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8 Add Texture to tiif Petals 

When the colors are dry, use a small brush to 
paint texture on the petals with undiluted yel¬ 
low and white. Use more white pigment on 
petals with light base colors, and less whrte 
pigment on petals with dark base colors. 


10 DfFINF TIIF I.F.AVES ASD STFMS 

When the colors are dry, define the leaves and stems by separating them Use a medium 
brush to paint Indigo into the portions of the leaves and stems behind the overlapping 
areas. Immediately use another slightly wet medium brush to blend the Indigo away from 
the overlapping regions into the base colors 


9 Paint tiif Stfms and Leaves 

Use a couple of medium brushes to paint the 
stems and leaves First apply Burnt Sienna and 
then yellow, Green Label Three and ink wet- 
mto-wet The colors will blend into each other 
loosely and create beautiful textures 


u Loosely Call Out Distant Flowers, Stems and Leaves 

In the upper portion of the background, use the negative painting technique (see pages 
24-25) to loosely call out the distant flowers, stems and leaves. Paint around the objects 
with a mixture of ink and Indigo. Leave hard edges next to the other objects, but smoothly 
blend the remaining edge into the background colors The darker the background color, 
the more Ink should be used for the negative painting 


u- 






i2 Highlight tut Background Flowbks and Paint tut Rocks 

Highlight the background flowers with yellow and white Use the negative painting technique 
to define the rocks at the lower portion behind the leaves and stems. Use a medium brush 
to mix ink and Indigo, and paint the rock edges Lightly wet another medium brush to blend 
this color into the background 


iris Chinese mk <m<1 color on mature Sluiiw paper 16 " x 23" (41cm x 58cm) 
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LOTUS 


This style of Chinese painting influences my walcrcolor floral painting more than any 
other. Its combination of detailed flowers with a spontaneous background creates a unique 
contrast between light and loose, defined and blurry. Viewers enioy the details of the llowers, 
and they are able to “breath" and use their imaginations to complete the background. 

I think we can extend this approach to our everyday lives, work hard and relax well. 


» MATERIALS 

PAPER 

mature Shuan paper, 14" x 18' 

(36cm x 46tm) 

BRUSHES 

small • medium • large • extra large 


CHINESE PAINTS 

White • Yellow • Vermilion • Carmine • 
Rouge • Green Label Three • Indigo 


OTHER SUPPLIES 

Chinese ink • (racing paper • ballpoint 
pen • penal (optional) • spray bottle 



i Sketch the Composition and Transfer it to Shuan Paper 

Sketch the composition with a ballpoint pen on tracing paper Lay the mature Shuan 
paper on top of the sketch with the side up Use a small brush to trace the ob|ects 
onto the mature Shuan paper with medium-toned ink (dilute the ink with water) Hold 
the brush straight so that it's easy to make thin, uniform strokes. Apply a little more 
pressure to form thicker lines at the turns and folds of the petals 
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i Tone the Flowers and Buds With Ink 

Tone the flowers and buds with tnk. Use the small brush to apply medium-toned ink at the 
base of each petal Immediately use a slightly wet medium brush to blend the ink into the 
middle of the leaf, but leave white on the tip. 


3 Paint the Petals, Stamen and Seeds 

When the ink is dry, use the small brush to apply light yellow at the bases of the petals. 
With a medium brush, gradually blend the yellow into the middle pan of the petals, leav¬ 
ing white on the tips. Wait untri the pant dries, and repeat the process with more yellow 
Apply a little Indigo at the stamen. Paint the seeds with yellow and white. 


4 Paint the Red Flower and Add 
Texture to Both Flowers 

Next, use a small brush to paint the tips of 
the reddish flower with Carmine and a little 
Rouge Lightly wet a medium brush and use 
it to drag and blend the color down to the 
middle areas. When the paint is dry, take a 
small brush and paint the texture lines on the 
petals using Carmine for the reddish lotus and 
white for the yellowish flower, 
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5 Spray Water Around the Flowers and Bvds 

Start painting the leaves and background by spraying water around 
the (lowers and buds. Use one hand to shield the flowers and buds 
so that they don't get wet. 


6 Paint the Leaves and Stems With Ink 

Use an extra-large brush to paint the leaves and stems. Wet the 
brush and load ink onto its tip and middle. Hold it sideways to paint 
the objects. The distant leaves in the upper section shoutd be tighter 
m value. Dilute the ink with water to produce this lighter color 


7 Add More Leaves and Stems and Paint 
the Grasses With Ink 

While the ink is wet, use a large brush to add more leaves and stems 
with dark ink Also, paint the grasses with minimal strokes (one or 
two strokes per stem or leaf). 

R Paint the Leaves With Color 

Immediately load a large brush with green and paint the dark leaves. 
Mix Green Label Three with yellow to paint the other leaves 


>(i 



9 Paint tiif Grasses With Color and Sion tiii Painting 

When the pamt and ink on the leaves and background are approxirr ately 80 percent dry, use 
the small brush to mix Vermilion and yellow to paint the light grasses. Siqn and place your 
chop at the bottom right to balance the composition 

lotus Chines* ink and color on nuitunf Shuan paper 14“ x IS' (36cm x 4(xm) 


3 

~ 

2 

C. 

A 


H 

a 




51 






MAGNOLIA 


In lhis demons!ration you'll learn how to load (wo colors on a brush and use one stroke 
to paint a single magnolia petal. This is a basic Chinese painting technique for painting 
(lowers. Once you master it you can load even more colors on one brush to paint other 
(lowers in a similar manner. 


« MATERIALS 

PAPER 

single-layer raw Shuan paper. 21“ * 16* 
(53cm x 41cm) 


BRUSHES 

small • medium • large 



CHINESE PAINTS 

Blue • Rouge • Vermilion • 
White • Yellow 

OTHER SUPPLIES 

Chinese ink 


i H’ft th r Large Rrusii and Load Two C'oior.s 

Dip the brush in water and let the excess water run off Then 
load the tip with white and the heel (the part of the brush head 
closest to the handle) with Rouge (For more information on 
loading a brush see page 20.) Dab the brush on the palette to 
allow the colors to blend where they meet 

i Paint Flower Petals 

Holding the brush sideways as shown in Step 1, paint three 
brush strokes to form flower petals (one stroke per petal) Lay 
the entire brush head on the paper, with the tip at the top (It's 
almost like stamping with a brush.) Start with the petal on the 
right and work your way to the left. You can see the watermarks 
at the overlap between each stroke, a unique characteristic that 
only raw Shuan paper exhibits, 


j Rfpifnisii Water, I.oao tiif Rrusii 

Dip the brush tip lightly in water and tilt it upside down to 
allow tlie water to flow' back into the brush head Then reload 
the brush and continue painting the other petals as described 
in Step 2 Immediately use a small brush to add texture to the 
petals with Rouge 

4 Paint Upper Flowfr, Ann Texture 

Use the large brush to paint the flower in the upper left with the 
same technique you used for the first flower, To paint the buds, 
hold the brush sideways as you paint the petals, painting only 
two or three strokes for each bud Use the small brush to paint 
the texture lines with Rouge while the petal colors are still wet 
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5 Paint the Sepals 

Wet a medium brush and load it with yellow. Then load it with Vermilion up to the middle 
and a little Rouge at the tip. Blend the colors by dabbing the brush on the palette a few 
times Lightly dip the brush tip in the ink Holding the brush sideways, with the tip pointing 
toward the bottom of the flower or bud, paint two or three strokes to form the sepals 


6 Add Stems 

Wet a large brush and load ink at the tip The water in the brush automatically blends the 
ink from the tip to the upper middle of the brush head. This creates a vanety of ink tones 
from very dark at the tip to light at the middle Hold the brush vertically {"center brush" 
see page 19) to paint the dark stems The brush will be at a right angle to the surface 
Add a little water to the orush to paint the light stems Next, load the brush tip with a 
little ink to paint the dots on the stems, These are called "happy dots" and suggest the 
texture and energy of the objects. 


7 Paint More Stems, Buds 

Use the large brush to pamt more stems as in previous steps Also, use a medium brush 
to add more buds as shown in Step 4 


8 Sign and Balance Your Work (next page) 

Use the medium brush and thick blue to paint the happy dots Sign and stamp in the 
upper right where more objects are needed to balance the composition 
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MAGNOLIA Chinese ink and color on single-layer raw Shuan paper 21' x / 6' (53cm x 41cm) 






WATERCOIOR DEMONSTRATION 


MAGNOLIA 


In this demonstration you'll use masking rtuid to cover the magnolia flowers and paint the 
background first, usi ng color pouring and blending techniques. A ftcr the colors dry, vouT I 
lift the masking and paint the flower details. Masking fluid works well on watercolor paper, 
but can't be used on Shuan paper because lifting the masking will tear the delicate paper 


tt MATERIALS 

PAPER 

Arches 140-lb, (3G0gsm) cold-pressed 
svatetdor paper, 15“ x 22' (38cm x 56cmi 


BRUSHES 

nos. 2 and 8 rounds • 1-tncn (25mm! and 
14-inch OUmnril fiats 


WATERCOLORS 

Ary dc Yellow iDaV-nd) • Quinacridone 
Rose Red Deep (Da Virci) • Antwerp 8 je 
(Winscy 8 Newton) 



i Sketch the Composition and Mask the Focus Flowers 

Sketch the flowers and stems lightly with a no. 2 pencil. The three-line integration 
of this composition directs the viewer's eye in an arc-shaped movement. Block in 
the flowers at the focal point and the surrounding buds with masking fluid (For 
more information on applying masking fluid, see page 24.) 


i Wet the Paintinc 

When the maskinq fluid is dry, lightly wet the upper part of the paintinq using 
a spray bottle 


3 Pour the Paint 

Pour the thinned Arylide Yellow first, Ant¬ 
werp Blue second and Qumacrtdone Rose 
Red Deep last on the wet area. (For more 
information on pounng diluted paint, see 
page 22) fcach color should be next to the 
others but not overlapping. Spray a little 
more water on top for more blending 
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4 Continue to Blend the Colors 

To further blend the colors, use a 1-inch (25mm) flat brush and/or 
your lingers to guide them However, don't mix them too much 
or the painting will becone muddy. 

5 Tilt the Painting 

After pouring and blending paint over most of the painting, tilt 
the upper edge of the paminq about 6 inches (15cm) higher than 
the lower edge The colors will flow down and blend into each 
other beautifully. 


6 Add Depth With Dark Purple 

Use the t-inch (25mm) flat brush to mix Antwerp Blue and Quinaoi- 
done Rose Red Deep into a wry dark purple to paint around the center 
of interest where the large, light-colored flowers are located. Apply 
the purple while the other colors are still wet so that they will blend. 
Also, apply the dark purple randomly throughout the middle-right 
and lower-left areas. Adding this dark color qrves the whole painting 
more depth, 

7 Wait roR the Painting to Dry and Remove Masking 

Wart for the painting to dry completely before removing the masking, 
(See "Removing Masking" on page 24) 







8 Paint the Focai-Point Flower 

To paint the central flower, use the 34-inch (19mm) flat brush to 
lightly wet the base and middle of the petals Use a no 8 round 
brush to apply a little Arylide Yellow, then tne Quinacndone Rose 
Red Deep on the bases. Wet the flat brush a little and use it to 
blend the colors toward the tips of the petals. 


9 Paint Texture 

When the colors are about halfway dry, use the no. 2 round brush 
to paint the texture on the center, base and tip with Quinacndone 
Rose Red Deep. 


io Paint the Sepal 

After the other blossoms Itawe been painted, paint tlse sepal. Wet the no. 
8 round brush slightly, then apply a little Arylide Yellow Apply Antwefp 
Blue to the sepal's middle, dragging it toward the tip, At the tip, apply 
Quinacndone Rose Red Deep, Next, call out the trunk and branches 
using the negative painting technique: With the no. 8 round brush, paint 
Antwerp Blue around the objects. Then, immediately use the 34-inch 
(19mm) flat brush to blend the paint into the background colors. 

n Use Negative Painting to Call Out Buds 

Call out more buds from the background. Using the no 2 round brush 
pamt around them with Antwerp Blue. The darker the background 
color, the darker the blue used (thick Antwerp Blue mixed with thick 
soft Quinacndone Rose Red Deep makes a very dark color) Blend the 
pigment into the background with live slightly wet no. 8 round brush. 







ii Add Finishing Details 

When the first layer of negative paintinq is dry, start defining more brandies 
and buds behind with darker blue pigment. Define more layers and details 
near the focal point, while allowing the other areas to fade out Stop the 
negative painting once ihe background color around the focal point reaches 
the darkest dark. 


M AUNOi I a watercaloron Arches 140 Ih. (300gsm) cold-pressed sMtercoIerpaper 

IS'' x 22“ (Afktn x SScm) 
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CHINESE PAINTING DEMONSTRATION — SPONTANEOUS STYIE 

PEONY 


The peony is orient the most popular floral subjects tor Chinese paintings. In the icoitog 
rapliy of Chinese culture, peonies connote prosperity, abundance and beauty. I n this 
demonstration you'll try lo capture the spirit of the flowers, but not their cxaclcolor 
or shape (i.c., as they would appear in a garden) 


« MATERIALS 

PAPER 

smgFe-laypf raw Shuan oacer. 14' x IB” 
<36cm x 46cm) 


BRUSHES 

small • medium • large 



CHINESE PAINTS 

Blue • Carmine • Indigo • Rouge • 
Vp'frV-on • Wmte • Yellow 

OTHER SUPPLIES 

Cninese nk 



i Blend Pigments on Brush 

Wet the large brush and load the heel to upper-middle sec¬ 
tion of the head with white and the lower middle and op with 
Carmine Dab the brush on the palette a few times to let the 
pigments gradually blend into each, other 

i Paint the Inner Petals 

Hold the brush sideways with the tip toward the center of 
the ttower to paint the Inner petals Use one stroke to create 
each petal, 


j Paint Petals With Large Brush 

Clean the large brush. Load the heel to the upper-middle sec¬ 
tion of the head with Carmine and the lower middle and tip 
with Rouge. Dip a little ink on the tip Hold the brush sideways 
with the tip pointing toward the center of the flower Paint the 
petals to the right of the inner petals. 

4 Complete Outer Petals 

Reload the large brush with the same piqments. and a little 
water. Complete the outer-perimeter petals to the left of and 
below the inner petals. Always keep the brush tip pointing 
toward the center of the flower 
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5 Paist the Cf.ntfr 

Load the tip of the larqe brush with more Rouqe and ink. Paint the 
center of the flower and add the dark red to the bases of the petals 
on the right Gently use your finger to smear the dark red into the 
base colors so that they blend smoothly into each other. 

6 Paint the Left Flower 

To paint the peony blossom on the left, load a little yellow and a lot 
of white on the heel to upper middle of a large brush and Carmine 
at the lower middle and tip. Dab the brush on your palette to blend 
the colors Hold the brush sideways to paint the front petals 

7 Continue to Paint the Left Flower 

Load the heel of the brush with more yellow and white, the middle 
and tip with Rouge and the tip with Ink. Hold the brush sideways 
to paint the other petals. 

8 Paint Flower Center Details 

Load the medium brush with blue and paint the centers of the 
flower Load the small brush with a thick minture ot white and 
yellow to paint the stamens Load the heel of a large brush with 
yellow and the middle with Indigo and the tip with ink Hold the 
brush sideways to paint the leaves and the stems 

9 Paint Leaves and Hvds 

Continue to paint more leaves the same way. To achieve the liqht- 
colored leases, load less of all three pigments on the brush. To 
paint the two buds, load the heel and middle of a large brush with 
Carmine and the tip with Rouge and ink Hold the brush sideways 
to pamt a couple of strokes for each bud 
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io Ano Finishing Ottaii.s 

Use ttie smaH brush to paint the veins of tire leaves For tire dark-colored leaves, use Indigo and 
Ink For the light ones, use diluted Indgo and ink (mixing the pigments before you load them 
onto the brush) Sgn and stamp the chop on the upper left to balance the composition 


pfonv Chinese ink and color on single-layer rawShuMt paper M'x 18" (36cm x 46cm) 


DfiMOXSTR ATIONS 


PEONY 


In the previous Chinese painting demonstration you controlled the shape and colors of 
all the (lowers. In this watercolor demonstration, you'll control only the flower you cover 
in masking fluid. flic other flowers will emerge and "go with the flow." We'll create loose 
flower shapes by pouring diluted yellow and red paint. I hen we'll use tile negative paint¬ 
ing technique to develop the flower shapes, following the suggestion of the blended paint. 


« MATERIALS 
PAPER 

Arches 140-lb. (300qsm) cold-pressed 
wateicolor paper. 15" x 22 ' (38cm x 56cm) 

BRUSHES 

nos 2,8 and 10 rounds • -A-tnch (19mm), 
1-inch (25mm) and r/j-inch (38mm) flats 
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WATERCOLORS 

Antwerp BIup (Wmsor & Newton) • A/o 
Yellow Medium (Van Gogh) • Permanent 
Red Deep (Van Gogh) 

OTHER SUPPLIES 

no 2 pencil • masking fluid • spray 
bottle • straw 



1 .Sketch the Composition 

Sketch the composition briefly with a no 2 pencil Apply the 
masking fluid on the flower in the central focal point and 
the chrysanthemums above. Splash the masking fluid on top 
of the painting to create small background flowers. Mix the 
three colors with water in three separate small dishes, creating 
medium-toned liquids 

2 Wet Parts of the Painting 

Use the 1 Vj-inch (38mm> flat brush to wet the petals of the two 
flowers next to the central flower, randomly leaving dry areas, 
which will become highlights. (For demonstration purposes, l 
added a little Permanent Red Deep to the water so that you can 
see where I've applied the water You should use dear water) 
Next use the spray bottle to lightly wet the upper left quarter 
of the painting 


3 Pour tut Colors 

Pour the thinned Azo Yellow Medium first and the Permanent 
Red Deep second on the wet areas of the flower The colors 
should blend where they meet 

4 Pour ani» Blend Blue 

Pour the thinned Antwerp Blue on the upper left and lower- 
middle left where the leaves should be located The colors will 
run into each other and flow down to the vase area Use a finger 
and brush to guide the blending and flowing Blow the colors 
on the upper left directly or blow through a straw to create the 
foliage in the distance. Don't paint details 
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5 Pour Paint ox Right Sr of 

While the colors continue to blend on the left side, wet and pour the 
paint on the right side of the painting in a sinrilar way 

6 Tilt the Painting 

Tilt the upper-right comer of the painting up about 6 inches (15cm) 
to let the color flow from the upper nght toward the tower left. This 
will remove excess liquid (it will drip off the paper) and will blend the 
colors beautifully In the lower-middle portion of the painting use a 
1 Vi-Inch (38mm) flat brush to direct the flow of the liquids so they 
create shadows 


7 Splash Color ox Painting 

When the colors are about 70 percent dry. use the flat brushes lone 
brush for each thinned color) to splash the paint on the painting 
This creates the colorful illusion of flowers. 

8 Give Depth to the Painting 

Using the 1 Vi-inch (38mm) flat brush, mix undiluted Antwerp Blue 
with a little undiluted Permanent Red Deep to create a dark purple. 
Apply this mixture around the flowers Lightly wet another flat 
brush and drag the dark purple, lightening it and blending it into 
the background colors This gives depth and a variety of values to 
the painting Also, use the dark purple to define the vase. 
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9 Paint the Extra Flowers 

Use the nos 8 and 10 round brushes to detine the three flow¬ 
ers around the peony in the local point Use the no. 8 to apply 
color, and the no. 10 to blend At the bases of petals, apply the 
background colors mixed with a little blue to make them darker 
Then blend them to the center of the petals and fade out into the 
background colors at the tips of the petals To call out the leaves, 
use the no 2 round brush to paint the veins with the leaf colors 
mixed with a little blue to make them darker. 

10 Remove the Masking 

When the painting dries completely, take off the masking Nov; 
you can see the shapes of the main flower, the chrysanthemums 
and the little flowers Block in the stamens of the peony with 
masking fluid so that you can paint its petals freely 


it Paint the Cejvtrae Peony 

Use two round brushes to paint this flower the no 8 for applying 
colors and the no 10 for blending At each petal paint the base with 
Permanent Red Deep and a little Antwerp Blue Then lightly wet the no 

10 round brush and use it to drag the upper edge of the colors toward 
the center of the petal. Leave white at the tip The colors of each petal 
gradually change from a darker value at the base, to a lighter one in 
the middle, to paper-white at the tip 

11 Define Obifcts in Blue 

Next, define the leaves and flower on the nght side of the central peony 
Use the no. 10 round brush to paint around the objects with Antwerp 
Blue. Use the 1 Vi-inch (38mm) flat brush to blend the paint away from 
the objects so that it gradually fades out mto the background colors 
The darker the value of the base colors (the colors pou red in Step 3), the 
darker the Antwerp Blue should be to define the objects. To achieve a 
dark blue, dilute the paint less and add a little Permanent Red Deep. 
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i3 Remove Masking, Add Finishing Detaii .s 

When the petals are dry, remove the masking from the stamens, Use the no. 2 round brush 
to apply A/o Yellow Medium to the stamens. When It is about SO percent dry, add a little 
Permanent Red Deep at the bottom of each stamen. The two colors should blend where 
they meet. Fill in the little white spots with Antwerp Blue. Finally, paint the stamens of the 
chrysanthemums with Azo Yellow Medium and Permanent Red Deep. 
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CHINE6F PAINTING D F M ON S T R ATI O N — S P O N T A N E OU S STYIF 

ORCHID 


In this demonstration you’ll learn to use minimum strokes to achieve maximum effect, 
hath brushstroke counts in depicting the flowers. If you make one or two wrong strokes, 
you should throw away the painting (I prefer to call it the paper) and start again 

BRUSHES 

small « medium • l»*ge 

CHINESE PAINTS 

Carmine • Indigo • PhthataBl.ii* • 
Rouge • Vermilion • White • Yellow 

OTHER SUPPLIES 

Chinese ink 


8 MATERIALS 

PAPER 

srigle - ayer raw Shuan paper. x 20' 
(36cm x S1cm> 


m 
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i Paint the Center of the Labellum 

Load the heel of a large brush with yellow, then the middle with 
Carmine and the tip with Rouge. Dip the tip into a little ink, and 
hold the brush sideways, painting several strokes to create the 
center of the labellum 

j Paint the Center and Ann Texture 

immediately, use the small brush to paint thick, soft yellow 
pigment in the center to add texture, 
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3 Paint the Labellvm Pouch 

Load the heel of a medium brush with white, the middle with 
yellow and the tip with Phthalo Biue. Dab the brush on the 
palette several times to let the colors blend, Hold the brush 
sideways with the tip facing away from the center of the label- 
lun. Paint two strokes forming the corn-shaped pouch of the 
labellum. Immediately use the small brush with Rouge to paint 
the texture in the reddish area. 

4 Pour and Beend Blue 

Load the large brush with white, yellow. Carmine and Phthalo 
Blue from the heel to the tip. Hold it sideways with the tip poml- 
mq toward the center of the flower. Paint each of the petals and 
sepafs with one stroke. Immediatety use the medium brush to call 
out the centers of the petals with thick, soft white pigment 



5 Pain t the Stems 

Use the large brush to mix yellow. Carmine and a little ink into a 
brownish coior. Dip the tip of the brush into ink. Hold it sideways to 
paint the large stems Use the medium brush to mix yellow, Phthak) 
Blue and a little Carmine into an orangey green Hold the brush 
straight to paint the smaller stems, then load a little Ink on the tip to 
paint the texture on the larger stems. 

6 Paint the Bids and Leaves 

Load the entire head of the medium brush with ye I loss, the middle to 
the tip with Phthalo Blue and the tip with Vermilion Hold the brush 
sideways to paint the buds (two strokes lor each bud). Wet the large 
brush and load the entire head with yellow, then the upper middle 
with ink. Dtp the tip and middle of the brush into the ink. Hold it 
sideways to paint the leaves. 


- Finish ini; Touches 

Finally, use the medium brush to mix a little yellow, Vermilion and 
light ink (for more information on achieving different shades of ink, 
see page 12) with a very small amount of water Pamt the grasses 
with minimum strokes and a swift motion 

orchid ("/u/ie'if ink unil color on tingle-layer tuw Simon pop* i 
14"x JO"(Micm x 5Urn) 
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WATFRtOI OR DEMONSTRATION 


ORCHID 


In this demonstration you'll learn to combine the detail style and spontaneous style in one 
painting. You'll paint the objects in the background loosely, but you'll depict the focal-point 
flowers and the objects near them with great detail. Some of my students define all the 
objects in their paintings with the same level of detail. 1 call this uneconomical production 
Ihe more labor you put m, the less money you earn, Such paintings lack breathing room 
tor the viewer and, therefore, don’t tend to sell well. 


K MATERIALS 

PAPER 

Arcnes ’'10-lb l30Cgs"’l cold-pressed 
watercolor paper, 15" x 22' (38cm x 56cm) 

BRUSHES 

nos 2. A, Band 10rounds • 14-Inch 
t6mm|. 14-inch (13mm), Vi-inch (19mm) 
arid 1-mch <25mm) flats 



WATERCOLORS 

Artwerp Blue (Winscx & Newton) • Azo 
Yellow Med jm (Van Gogh) • Permanent 
Red Deep (Van Gogh) 

OTHER SUPPLIES 

no 2 pencil • maycirg *1u>d • spray 
bone * table salt • straw • paper tewes 




t Sketch tut Composition. Apply Masking Fluid 

Sketch the composition lightly with a no. 2 pencil. Apply the mask¬ 
ing llutd on the orchid flowers at the focal point. Dilute the three 
colors with water to create thm, medium-toned mixtures in three 
separate small dishes. 

2 Po uk Blue and Yellow Paint 

Start painting when the masking is dry. Spray water hqhtiy on the 
area around the focal-pomt flowers Pour the thinned Azo Yellow 
Medium first, then the Antwerp Blue next to it. Spray a little more 
water on the colors so they blend more 


3 Pour Red Paint 

Pour the thinned red paint on the upper light and around 
the flowers Now pour all three colors on the middle part of 
the painting Spray a little water to facilitate Wending Tilt the 
upper-left comer of the p 3 mting up about 6 inches < 15cm) to 
let the liquids flow down toward the bottom right. This will 
create die vines in a random fashion. You can also use a brush 
or your fingers to direct the flow while creating the vines. 



4 Add Details 

Lay the painting flat. While the paint is still wet, use the 1-inch (25mm) 
flat brush to mix undiluted blue with a little red to create a very dark 
blue Paint the dark blue next to the flowers and other parts of the 
painting to provide value contrast. Use the H-inch (19mm) flat brush to 
splash thinned yellow paint on the pamtmg. (Yellow-green will be the 
dominant color in this painting.) Drop about twenty grains of table salt 
at the bottom left and middle nght to create an abstract background 
The saft dissolves m the watercolor and pushes the color away, creating 
the illusion of rain or snow 

5 Remove Masking on Large Orchids, Sketch Flowers 

When the paint is completely dry, remove the masking from the 
large orchid flowers (leave the masking on the smaller flowers). Use 
a no. 2 pencil to lightly sketch the details of shape and texture on 
the focal-point flowers. 


6 Wet and Paint Center of Labellum 

Use the no. 8 round brush to wet the center parts of the labellum. 
Immediately use the no. 4 round brush to apply undiluted yellow 
pigment to the wet area 

7 Blow Texture Onto Painting 

Next, use the no. 4 round brush to apply red in the upper and 
lower paris of the yellow on the labellum. to create the texture of 
the labellum, blow through a straw or directly onto the painting 
to push the red into the lower parts of the labetlurn. Then use the 
no. 10 round brush to paint some blue and red on the lower part 
of the labellum The colors will mix on the paper. 
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8 Continue Adding Color to Flowers 

Use the '/j-inch (13mm) flat brush to wet the bases of the petals and 
sepals. Use the no. 10 round brush to paint light blue and light red 
on the wet areas. Immediately use the 1 -inch (25mm) flat brush to 
blend the colors into the middle and tips of the petals Lightly wet 
the pouches of the tabellum Apply light yellow and tight red with a 
'/;-tnch (13mm) flat brush, leaving some whites f hen use the no 2 
round brush to add textuie to the pouches with red pigment. 

9 Usr. Negative Painting to Define Flowers 

Define the flower buds, leaves and vines. Use a no. 8 round to apply 
color and a no. 10 to blend To call out the buds, use one brush to 
mix blue w»th a little red into a darker blue than the background color 
Paint this mixture around the buds. Lightly wet the other brush to 
Wend the dark blue into the background. 1 he buds will be lighter than 
the colors around it (for more on negative pamting see page 25). 


10 Define More Elements 

Using the same negative painting technique you used to define 
the buds, continue to define more leaves, vines and stems. In the 
darker area, where you can't use the negative painting technique 
but want to call out the objects, use a damp 'i-inch (6mm) flat 
brush to lift the colors The lines between and under the colorful 
labella are defined in this way 

it Remove Remaining Masking 

Lift the rest of ihe masking. Use the no. 2 and no. 4 rounds to paint 
the vines over the smaller orchid (lowers. Now these flowers are 
pushed behind the vines Use a wet paper towel to scratch away some 
of the color at the bottom edges of the flower on the lower left 
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1 1 Fisishinc 
Flower Details 

Paint the background 
flowers in the same 
manner as the larger 
ones, but with less 
detail and lighter col¬ 
ors because they are in 
the background Use 
yellow and blue and a 
no 2 round brush to 
fill in the small white 
dots created by mask¬ 
ing and pouring These 
dots are similar to the 
happy dots in Chinese 
painting: They create 
highlights and energy 
flow in the painting 


okciiio warerrolvron Arehef HO-lb (iOOgsm) told-pmseti watercolor paper 15" x 12" (38nn x56emj 
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COCONUT TREE 


Most sponuncous-style paintings arc created with the no-bone method, but in this 
demonstration sou’ll use the bone method (see page 12) to outline the coconut with ink 
before applying colors. You'll also learn how to split the brush tip with your fingers and 
use the split tip to paint hairy texture. 


« MATERIALS 

PAPER 

single-layer rawShuan paper. 14" * 20* 
(36cm x 51cm) 


BRUSHES 

medium • largo 

CHINESE PAINTS 

Burnt Sienna • Carmine • Indigo • 
Vermilion • White • Yellow 


OTHER SUPPLIES 

Chinese ink 



t Mix Colons a no Paint Stfms 

Use a large brush to mix a little white. Carmine and Burn Sienna 
Holding the brush sideways, paint four strokes to depict the 
broken stems of the leaves. Nov; the brush head should be free 
of water and color, and the brush tip should be split open (If 
the tip doesn't split naturally, use your fingers to split it.) Apply 
a small amount of ink to ttie split tip, and (told the brush straight 
to paint the textures 


3 Paint tut Trunk, Coconuts 

After you've painted the silks, don't dean the brush. Instead, 
load it with ink and paint the trunk Wet a medium brush and 
dip the tip of it into the ink. Hold it perpendicular to the painting 
to paint the coconuts. Also, mix Burnt Sienna and Carmine and 
paint the lighter-colored stems of the coconuts with a medium 
brush Clean the brush, then load ink on the tip of it to pamt 
the darker stems. 


a Paint the Silks 

Use a large brush to mix Burnt Sienna with a little ink. Split 
its tip into many sections (like a comb) with your fingers and 
paint the silks, 
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4 Pai\t I.faf Stems 

Load the entire head of a large brush with Burnt Sienna, and the tip 
to the lower-middle section of the head with ink. Hold the brush 
slightly sideways to patnt the stems of the leaves. 

5 Paint the Leaves 

Next, load the heel of a large brush with yellow and Burnt Sienna, the 
middle and tip with Indigo. Dip the tip of the brush into the ink Hold 
the brush slightly sideways to paint the leaves Wait a few minutes 
until the colors are about 70 percent dry Using a medium brush, paint 
ink strokes on the leaves to define them 


6 Fil l m Coconuts 

Load the entire head of a large brush with yellow, the heel with a 
small amount of Indigo, the center with a small amount of Vermilion, 
and the tip and lower-middle section with Burnt Sienna Hold the 
brush srdeways. with the tip on the pointed tip of each coconut. Paint 
two strokes for each nut Leave some white to suggest highlights 

CO c os UT THE E Chinese ink and calor an single-layer ran ' Shuan paper 
N'x 20 " Obt m x 51 Ctn) 
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BANANA TREE 


Artists occasionally sketch on raw Sliuan paper before painting. Here’s an example 
of how to use light ami medium-toned ink to roughly sketch the images ol'a banana 
Dower, a banana and a banana tree before applying colors. 


« MATERIALS 

PAPER 

single-layer taw Sliuan paper, 20“ x 14* 
(51cm x 36cm) 


BRUSHES 

small • medium • large 


CHINESE PAINTS 

Blue • Carmine • Indigo • Phthalo 
Blue • Rouge • Vermilion • Yellow 



t Sketch the Rasas a Tuff 

Dilute the ink with water, creating a medium tone With a 
small brush, use a little of the medium-toned ink to sketch 
the banana tree. 


3 Paist tiif Flower Texture 

Using a small brush, lightly mix Rouge and ink on the palette 
Paint the texture of the flower Load the brush with more ink, 
then outline the bananas and paint the textures of the stem 


i Paint the Flower 

Wet a large brush and load the heel with yellow, the middle w ith 
Carmine and the tip with Rouge Dip the tip lightly into the ink. To 
paint the flower, hold the brush sideways, pointing the tip toward 
the tips of the flower petals. Load the entire head of a medium 
brush with yellow, the middle with Phthalo Blue and the tip with 
Carmine and ink. Paint each banana in one stroke, holding the 
brush sideways and aligning the tip with the end of the banana 
Next, load the same colors in the same manner, but hold the 
brush straight (perpendicular to the painting) to paint one stroke 
for the stem that connects the flower and the bananas, 






4 Paint the Basanas. Stems, Leaves 

While the colors are still wet use a medium brush and add blue 
to hiqhliqht the tips of several bananas Load the entire head of a 
large brush with yellow, then load its middle with a small amount 
of blue and Vermilion, and its middle and tip with Carmine Hold 
the brush sideways to paint the stems of the leaves on the nght 
Load a large brush with yellow, then load it from middle to tip with 
blue and Vermilion Hold the brush straiqht to paint the stems of 
the leaves in the upper right 


5 Paint the Other Leaves 

Load the entire head of a large brush with yellow, Add a small amount 
of blue and Vermilion to the middle, and Carmine and ink to the tip 
Hold the brush sideways to paint the leaf on the nght. Load a large 
brush with Indigo, then load it from middle to tip with ink. Hold it 
sideways to paint the other leaves 

6 Abo Finishing Details 

Finally, load a large brush with yellow, then load its middle and tip with 
a little blue and Vermilion, and its tip with Carmine Hold it sideways to 
paint the two leaves in the background. Immediately, load the tip with 
a little light (diluted) ink to pamt the texture of the leaves 


banana tree Chinese ink and color on single layer raw Shuan paper 
10“ x W(Sian x 36cm) 
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ROSE 


In this demonstration you'll learn a new method for painting llowcr petals. Hirst you’ll 
pa i nt the foundation colors of the entire dower, then you'll immediately use thick, barely 
diluted wlute local! out the petals from the foundation colors. lliis technique is commonly 
used by Lingnan School artists, a relatively new Chinese painting school founded approxi¬ 
mately 110 years ago. It is popular in southern China, I long Kong and Taiwan, as well 
as among Chinese communities abroad. 


« MATERIALS 


PAPER 

single-layer raw Shuan paper, 14" x 20* 
(36cm x 51cm) 


BRUSHES 

small • medium • large 



CHINESE PAINTS 

Carmine • PhthatoBhre • Rouge < 
White • Yellow 

OTHER SUPPLIES 

Chinese ink 



t Soak Brush, Paint Petals 

Load the back to middle part of a large brush with white, then 
load the middle to the tip with Carmine, and the tip with Rouge 
Hold the brush sideways with the tip toward the center of the 
flower Pamt several strokes to create petals 

2 Highlight Petals 

Lightly wet a large brush. Load it from the middle to the tip 
with thick white Hold it sideways to highlight the petals Use 
one stroke per petal 


3 Usf Your Fingers to Smear White Pigment 

For smoother blending, immediately use your fingers to smear 
the undiluted w'hite pigment into the background colors 

4 Paint Base, oe Other Rose 

Soak a large brush and load the entire head with yellow Then 
load the middle to the tip with Carmine Dab the brush on the 
palette to blend the pigments Hold the brush sideways to paint 
several strokes, creating the base color of the other rose 
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5 Blend, Paint Buds and Stems 

Wet a large brush lightly and load the middle to the tip of the brush 
head with thick white. Hold it sideways to call out the petals, forming 
the shapes through highlights. Also, use your fingers to blend the 
white pigment into the base colors. Load the back of a medium brush 
head with Phthalo Blue, then load the back to the tip with yellow, 
the middle to the tip with Carmine and the tip with Rouge Hold the 
brush slightly sideways to paint the buds and stems 

6 Add Details 

Paint more buds and stems in the same manner To highlight the tips 
of the buds, wet a medium brush and load from the middle to tip of 
the brush head with white and then Carmine Dab the brush to blend 
the colors, then paint one stroke on each bud Wet a large brush and 
load the back to middle of the head with Phthalo Blue, the middle 
with a littfe yellovn/ and the middle to tip with Carmine Hold the brush 
sideways to paint the young leaves around the roses. 


7 Paint the Darker Leaves 

Wet a large brush and load the back to middle of the brush head 
with Phthalo Blue and the middle to tip with ink Hold the brush 
sideways to paint the darker leaves While the colors on the leaves 
are still wet. use a small brush to call out their veins with ink 

8 Paint the Stems 

To paint the stems, lightly wet a large brush, then load the entire 
head with Carmine. Then load middle of the head to the tip with 
ink Hold the brush straight (perpendicular to the painting) to paint 
the large stem first Load the tip and middle of the brush head with 
more Carmine, and paint the smaller stems. 
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y Paint tut Thorns, Large Stem 

Load a medium brush with a little ink and Carmine Hold the brush straight to paint the 
thorns (The thorns facing you look like dots ) Split the tip of the brush with your finqers. 
Dip the split brush into a Irttle ink and paint the texture on the lower part of the large stem. 


10 Aoo Finishing Details 

Continue adding more leaves and buds as shown in Steps 6 and 7. Sign and stamp the upper 
left to balance the composition 


rosf Chinese ink anti color on sin%le-lavtr raw Shtwn puptr 14“ x /O’(36cm x 51cm) 
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WATERCOIOR DEMONSTRATION 


ROSE 


In the previous rose demonstration you learned how to paint a flower by applying its base 
colors first. Now you'll apply this method to a watcreolor painting of the same flower. You 
won't use masking fluid in this painting Instead, you'll pour the diluted yellow and red on the 
paper and guide their blending to create the colors and loose shapes of roses. Finally you'll 
use the negative painting technique to call out the shapes of the flower, stems and leaves. 


8 MATERIALS 

PAPER 

Arches MO- d OOOgsml cold-pressed 
wstercoorcaper. 15’ x 22' G8m * 56cm) 

BRUSHES 

no lOrcund • ta-mch (19mm)jrd 
1-inch 1 .2 5mm) flats 


WATERCOLORS 

Antwerp Blue (Wmsor 8 Newton) • 
Arvhde Yellow fDaV.nci) • Naohtbol 



i Organize the Composition 

Organize the composition roughly in your mind without sketch¬ 
ing You are going to paint several roses as a focal point in the 
upper right portion of Ihe panting, with yellowish flowers in 
front and reddish ones behind. Also, the stems will grow from 
the lower left to upper right. Dilute the three pigments in three 
separate small dishes, creating medium-toned mixtures. Use a 
spray bottle to wet the focal point area slightly 

i Povr the Yellow Paint 

Pour the yellow paint onto the area vou ve designated for the 
yellowish roses. 


3 Drop Red Pa in t Onto Yellow 

Use the f-inch (25mm) flat brush to drip some red pamt onto 
the yeilow area The colors will start to blend. Use the same 
brush lo guide the How, Leave some whites on Ihe flowers. 

4 Povr the Rfd Paint 

Pour the red paint on the upper-left area of the yellow roses. 
Let the color blend into the yellow flower a little. 
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5 Povr mi • Blue Paint 

Pour the blue paint to the left of the yellow and red, where the 
leaves will go. 

6 Blow the Paint 

Next use the %-inch (19mn) flat brush to paint the buds tn the 
lower left and middle right with the thinned yellow and red paint. 
Pour more blue and red on the upper left and yellow on the lower 
left- Blow the paints on the upper left toward the corner to create 
the illusion of distant flowers 


7 Define the Boses 

When the focal-point flowers are almost dry, begin defining the petals. 
Use the M-inch (19mm) flat brush to paint the petals of the yellow roses 
with thick, barely diluted yellow Then lightly wet the 1-inch (25mm) flat 
bash and use it to blend the thick yellow into the yellow petals. Using 
red pigment, follow the same procedure to define the red roses. 

8 Define the Flower Edc.es 

Use the 1 -inch (25mm) flat brush to mix thick blue and a fittfe thick, red 
into a dark blue. Define the edges of the flowers and the buds, as well 
as the stems at the lower left, using the negatrve painting technique. 
Use the no 10 round brush to paint the center of the yellow rose with 
red and yellow, and the center of the red rose with red and blue. 
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9 Ado Fimstung Details 

When the colors are about 80 percent dry, use the ’4-inch (19mm) flat 
brush to mix thick blue and thick red into a very dark blue Using the 
negative painting technique, define more leaves in the center next to the 
focal-point flowers. 


A! 


ROSE 


Hti(rrro/iir on Arches 140 lb. (300fism) coiii pressed mtlercolor paper 
lS' x 22" (38cni x S6cm) 
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WATER LILY 


I he flowers in spontaneous-style Chinese paintings tend lobe suggested through color, 
shape and texture rather than through realistic depiction. In this painting of water lilies, 
you won't attempt to define each petal. Instead, you'll depict the entire flower with mini¬ 
mal strokes. Also, rather than painting the water itself, you'll paint the small plants and 
weeds growing from the water to suggest its presence. 


« MATERIALS 
PAPER 

single-layer raw Shuan paper. 14" x 18“ 
(36cm x 46cm) 

BRUSHES 

small • medium • large ■ extra large 


CHINESE PAINTS 



1 Paint tut Sr pa is 

Wet a large brush and load the heel with yellow, the middle with 
Scarlet and the tip with Rouge Dip the tip into a little ink Hold 
the brush sideways to paint the sepals, one stroke per sepal 

2 Paint the Stems 

Rewet the brush and load the same colors again but with more ink 
at the tip Hold the brush slightly sideways to paint the stems 

3 Paint tiif Petals 

Rmse the brush to dean it Load the heel to middle with Scarlet 
and the tip with Rouge Hold the brush sideways to paint the 
petals, one stroke per petal. 


4 Paint Texture. 

Slightly wet a medium brush and split the tip with your fingers 
Paint the texture of the sepals with a mixture of Rouge and ink 
Use a small brush to call out the center of each petal with the 
Rouge and Ink mixture. 

5 Paint the Lily Pads 

Wet an extra-large brush and load the entire brush head with 
Indigo, then the lower middle to the tip with ink Hold the brush 
sideways to paint the lily pad on the left, moving from the center 
out Load the brush again with the same colors, but add a little 
Rouge to the middle and tip. Paint the lily pad on the right 
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6 Finish tuf Lily Pads 

Use the brush to pamt the other lily pads the same way Wait until 
the pads are about 60 percent dry Load the brush with ink to paint 
the texture on the pads For the pad on the upper left, use lighter 
(diluted) ink 

7 Paint Small Plants on Water 

Next, load the entire head of a medium brush with Indigo, then 
the middle to tip with Scarlet and the tip with ink Hold the brush 
sideways to paint the small plants on the water 


8 Ann Finishing Details 

Load the medium brush with ink to paint the grasses Sign and place 
your chop on the upper right to finish the painting 

water LILY Chinese ink and color on single-layer raw Sltuan paper 
14" x 18" (36cm x 46cm) 
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WATER LILY 


Similar to the Chinese painting demons! ration ofthe water lily, in this watcrcolor demon¬ 
stration you'll suggest the (lowers with minimum details. Some petal lipswill be deft net! 
with left-whiles rather than colors. You'll also learn a new approach to lloral painting: First, 
you'll paint the Mowers and bud, then you'll pour the diluted pigments to paint the water, 
lily pads, weeds and rellcctions. 
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W MATERIALS 
PAPER 

Arches t40-lb (3Q0qsm) cold-pressed 
watercolor paper. 22' x 15“ (56cm x 38cm) 

BRUSHES 

nos 4 and 10 rounds • Vi-inch <13mm), 
’s-inch (19mm)and t-inrii (?5mm> flats 

WATERCOLORS 

Antwerp Blue (Wmsor & Newton) • 
Arylide Yellow !Da Vinci) • Naphthol 
Red Mid-Tone (Da Vinci) 

OTHER SUPPLIES 

no ? penal • spray bottle • paper tesvek 



i Sketch the Composition 

Lightly sketch the composition on the watercolor paper with 
a no. 2 pencil Dilute the three pigments with water in three 
separate small dishes to create medium-toned color mixtures. 

i Begin Painting the. Petals 

Use the 14-inch (19mm> flat brush to lightly wet the petals of 
the foreground flower, leaving the tips dry immediately use the 
!6-mch (13mm) flat brush to paint thinned yellow on the bases 
Use the ^4-inch (19mm) flat brush to blend the yellow into the 
upper-middle portion of the petals 


3 Ann Rrn Paint to Base of Petals 

When the yellow is about 50 percent dry, add a little thinned 
red to the petal bases Use the no 4 round brush to paint the 
stamens with a mixture of undiluted red and blue. 

4 Paint the Red Petals 

When the petals are almost dry, use the Vi-inch (13mm) flat 
brush to paint a little blue on the bases, blending it into the 
middle, Next, wet the petals of the background flower with the 
14-inch (19mm) flat brush Use the Vi-inch (13mm) flat brush to 
paint the base and middle sections of the petals with undiluted 
red from the palette. 
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5 Paint Shadowed Areas 

Immediately, use the '/j-mch (13mm) flat brush to mix thick red and 
a little thick blue into a darker red. Use this mixture to paint the pet¬ 
als in the shadow areas, as well as the stamens. While the stamen 
colors are wet. use the no 10 round brush to add a few strokes of 
yellow that has been diluted to a medium tone 

6 Paint the Bud 

Next, use the no. 10 round brush to wet the bud lightly. Use this 
brush to paint the bud with medium-toned yellow, then add 
medium-toned blue at the base and red at the tip. While the colors 
are still wet, mix thick blue with thick red into a dark blue to paint 
the center of the bud. 


7 Finish Bud and Reflection 

Continue to paint the led petals of the bud using the no. 10 round 
brush. First paint them yellow, then red and then the dark blue. 
When you're finished painting the bud, paint its reflection in the 
same manner but more loosely. 

8 Paint Water and Lily Pads 

Now start painting the water and lily pads. Use a spray bottle to lightly 
wet the upper part of the painting, without wetting tlx- flowers. Use 
tine 1 -inch (25mm) flat brush to wet the area above the yellowish flower 
This way you can wet the area close to the flower without getting the 
flower itself wet Pour the three paint colors side by side on the wetted 
area (the order m which you pour the colors doesn't matter). 
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9 Blow Tin Paint 

Blow the paint toward the upper left to create the illusion of grasses. 
Use a paper towel to remove the excess paint. Use the %-rnch(19mm) 
flat brush to rrxx thick blue and thick red into a dark blue Paint this color 
ai the top of the yellowish flower to call out the tips of its petals. 

10 Paint Chassis and Details 

Use the no. 4 round brush to paint more grasses with the thick blue 
when the colors are about 70 percent dry. Kext, wet the rest of the 
water and lily pad area with the 1 -inch (25mm) flat brush and the spray 
bottle (use the brush for the areas dosest to the flowers) Pour the three 
pamt colors, adding more red be lev.' the red flower for reflection 


n Blind rut Colors 

Use the 1-Inch (25mm) flat brush to guide the blending of the 
thinned pamt and to caH out the reflection of the yellowish flower 
and the shapes of the lily pads. While the colors are still wel, mix 
thick blue with a little thick red Into a dark blue to add a darker 
value to the water. 

u Add Finishing Details (next page) 

Use the no. 4 round brush to paint the texture of the lily pads with 
a mixture of blue and a little red When the colors of the water are 
almost completely dry, use Ihe t4-m<h (19mm) fiat brush to paint 
the reflection of the yellowish flower, finally, use the '/i-inch (f 3mm) 
flat blush with light (diluted) blue to paint the shadows of the yel¬ 
lowish flower's petals. 


He 
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CHINfSF PAINTING DEMONSTRATION — 5FONTAWFOU5 STYLE 

TOMATO 


Tomatoes are rarely tcjtiired In Chinese paintings However, I think their colors are vert' 
beautiful, ranging from blue-green to green, yellow, orange, orange red and red. Also, their 
long stems and wide leaves arc nice features to paint with strokes. I've learned from my 
painting experience that I can extend the use of a particular method to a variety of subjects. 
Tor example, since l don't k now of any Chinese paintings of tomatoes, l can use my regular 
tlowcr-pamting techniques to paint this new subject 


8 MATERIALS 


PAPER 

sngle-ayer raw Snuan paper. 20' x 
(51cm x 36cml 


BRUSHES 

small • medium • large 


CHINESE PAINTS 

Bite • Carmine • Indigo • Rouge • 
Vermilion • Yellow 



OTHER SUPPLIES 

Chinese Ink 










t Paint the Tomatoes 

Load the entire head of a large brush with yellow. Then load 
the heel with a httle blue, the middle with Vermilion and the tip 
with Rouge Hold the brush, sideways to paint the four tomatoes 
on the upper right, using two strokes per tomato. Wet another 
large brush and load it with yellow. I hen load the heel with 
a little Vermilion, the middle to tip with blue and the tip with 
Indigo. Hold the brush sideways to paint the three tomatoes 
on the middle left. Use a small brush to outline the reddish 
tomatoes with a mixture of Rouge and ink, and the greenish 
ones with a mixture of Indigo and ink. 


2 Paint the Sepals and Stems 

Wet a medium brush and load it with yellow. Then load the 
middle with blue and the tip with indigo and Carmine. Hold the 
brush slightly sideways to paint the sepals Wet a large brush 
and load the same colors in the same manner Hold it straight 
to painl the stems. Move the brush continuously, but slop for 
about half a second at each connection and curving point. 

3 Paint the Leaves 

Load a large brush with yellow, then the middle with Indigo 
and the tip with ink Hold the brush sideways to paint the dark 
leaves. Load the brush with the same colors in the same manner 
except with less ink at Us tip Paint the light-value leaves 



4 Paint Leaf, Stem Texture 

While the leaves are still wet. load the large brush tip with more ink 
and pant the veins on the leaves and the texture on the stems. 

5 Add More Tomatoes 

Use a large brush to add more tomatoes in the background To pamt 
the three in the lower left and Ihe one on Ihe upper-right edge, load 
the brush with yellow. Use heel with Indigo, the upper middle with 
blue, and the tip with Carmine. Use a large brush to paint the third 
stem with yellow, Indigo and ink (mix yellow with a little Indigo and 
add a little ink to the tip of the brush) This stem should be lighter 
than the other two in the foreground 


6 Add Finishing Details 

Finally, use a medium brush to paint the qrasses with a little yellow. 
Indigo and ink (mix yellow with a little Indigo and add a littie ink 
to the tip of the brush) Sign and stamp the lower right to balance 
the composition. 

tom ato Chinese ink and color on sw^i'c layer run Shun ii froper 
20" x 14" (51cm x 36cm) 
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WATER tOI OR DEMONSTRATION 

TOMATO 


You have used masking fluid to block, focal point flowers in previous watcrcolor demon¬ 
strations. Now you will do the opposite: use masking fluid to block the negative spaces 
between the tomatoes and their foliage This alternate use of masking fluid works well here 
To apply the masking fluid on the negative spaces precisely, you have to makea detailed 
drawing of the painting to deter mine where they arc, 


« MATERIALS 

PAPER 

Arenes MO-lb (30Cgyrj cold-pressed 
waterrolor paper, 15' * 22' (3Bcm x 56cm,) 

BRUSHES 

nos d and 10 rounds • Vi-ncH l ! 3"tfi), 
t*-inch i19rnm> and 1-nch (25mm> flats 




WATERCOLORS 

Antwcip Blue (Winsor & Nesvtonl • 
Arylide Yellcr.v (Da Vinti'l • Naphtho 
Red Mid-Tone (Da Vmcn 

OTHER SUPPLIES 

tracing paper • no, 2 peno • masking 
lu^d • spray bottle 



i Sketch the Composition os Tracing Paper 

Sketch the composition with a no. 2 pencil on tracinq paper, iden¬ 
tify the negative spaces (see the hatch patterns) of the painting. 
You will use masking fluid to block out the negative spaces 

1 Sketch the Composition on Waiercoior Paper 

lightly sketch the composition on waterrolor paper with a no. 

2 pencil. Apply masking fluid to the negative spaces. Mix the 
three colors with water in three separate small dishes to create 
medium-toned mixtures 


3 Spray Water on Tomatoes 

Wait for the masking to diy completely. Lightly spray water 
on the tomatoes. 

4 Pour Yellow and Red Paint 

Pour the yellow paint, then the red paint onto the wet area 



5 Spray With Water 

Use the spray bottle to liqhtly wet the rest of the painting. In the leaf 
area, pour yellow and blue paint. In the tomato area, pour yellow 
and red Spray more water on the paint to facilitate blending 

6 A no Highlights, Remove Masking 

When the colors are about SO percent dry, use the 1-mch (2Smm) flat 
brush to lift colors on the tomatoes, creating highlights. Then wait for 
the pamting to dry completely before removing the masking. 


7 L r sr Negative Painting 

Define the tomato shapes with the negative pannting technique. Use 
the no 4 round brush to paint the outside edges ol the tomatoes 
with blue. Then lightly wet the '//-inch (13mm) flat brush and use it 
to blend the blue into the base colors next to the tomatoes. 

8 Continue Negative Painting 

Let the paint to dry. Then f urthet call out the tomato shapes, as well 
as other objects such as the sepals and stems, using the negative 
painting technique. Use the no 4 round brush to mix blue and a little 
red into a dark blue to paint around the objects Immediately, use 
the W-inch (13mm) flat brush to blend the dark blue away from the 
tomatoes so the color fades into the base colors around the fruits. 
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9 Define More Tomatoes, Stems 

Define the other tomatoes, stems and leaves 
m the same manner I he farther away from 
the focal point the objects are (e.q., the 
tomatoes on the upper middle riqht), the 
less detail they should have. 


10 Add Finishing Details 

Finally, use the ’4-inch (19mm) flat brush to 
pamt the background leaves. Wet the brush 
and use it to draq tie colors ol the leaves into 
the negative spaces. This blurs the edges of 
the leaves a little, but this is OK. Lightly sug¬ 
gest the shape of the distant leaves. 



TOM A TO wtUwaUrr iui A relies 140 !h, (lOOgsm) told pressed \s\ilercolnr paper (5'x 22"(XfcrH x 5f>em) 
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C H I N F 6 E PAINTING DEMONSTRATION—SPONTANEOUS STYIF 


GRAPES 


This demonstration features an interesting combination ot elements from northern and 
southern Chinese painting. Generally. Chinese artists in the north (north of the Yangtze 
River) use fewer colors and more ink, and emphasize brushstrokes. Fty contrast, artists from 
the south (south of the Yangtze River) use more colors, less ink and moderately mampu 
latcd brushstrokes. In this painting, you'll observe that thr leaves and stems arc painted 
m the northern style and the grapes arc depicted in the southern style. 


8 MATERIALS 

PAPER 

singfe-laye 1, tawShuan oaoer. Id" x 20' 
(36cm x Stem) 

BRUSHES 

sma.1 • medium • large 



CHINESE PAINTS 

Carmine • indigo • Yellow 


OTHER SUPPLIES 

Chinese --ok 


1 Paint the Vines 

Ughtiy wet a large brush and load the tip with a little ink. Hold 
the brush slightly sideways to paint the large vines Pause for 
about half a second at the connections and the turns Use a 
small brush to paint the small vines in the same manner, 

2 Paint thf. I.eavfs 

Wet a large btush and load the middle and tip with ink. Hold the 
brush sideways to paint the leaves, using three or four strokes 
for each leaf, Paint the dark leaves first, then add a little water 
to the brush to dilute the ink, and paint the light leaves. 


3 Paint Leaf Details, Light Grapes 

While the leaves are still wet, use a medium brush to paint the 
veins wrth ink. Next, wet a medium brush lightly and toad it with 
yellow Then load the lower middle to tip with a little Indigo 
and Carmine. Hold the brush straight to paint the light-value 
grapes, using one stroke per grape 

4 Paint More Grapes 

Immediately use the medium brush to paint the dark grapes 
around 3nd behind the lighter ones Load the entire brush head 
with more yellow, and then the middle to tip with more Indigo 
to pamt the medium-value grapes Add a little ink to the tip to 
paint the darker ones. 
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5 -4dd Finishing Details 

To paint the grape stems, load a small brush with a mixture of Indigo and ink. Hold the brush 
straight and paint them quickly. Highlight the grapes in the front with a small dot of ink. 
finally, use the large brush to add the vines at the bottom left 

GRAPES Cirrridi’i/iirdiiif color nn >mgU layermW ShuunfHtper H'« 20'(36an x SI cm) 
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WATER COtOR DEMONSTRATION 


GRAPES 


i 


About two years ago I began developing a new way to paint grapes in watcrcolor. Without 
using a detailed sketch or masking fluid, I pour the diluted colors on the paper and use my 
lingers and brushes to guide the liquids, blending them and forming interesting colors 
and textures. Tlicn I use the negative painting technique to define the grapes, leaves and 
stems, following the colors and shapes generated from the color pouring and blending, This 
method is a lot of fun and allows me the freedom and creativity to h nd the shapes of the 
subjects. It's similar to the way children look for images formed by clouds. I'm pleased to 
share this fun, new method with you 


8 MATERIALS 
PAPER 

Arches 140-lb. GOOgsm) cold-pressed 
evate-rodorpaper, ‘5' x 22’ 138cm x 56cm) 

BRUSHES 

nos. 4. 8 and 12 rounds • Vi-inch (13mmX 
5*- Inch (19mm! and 1-incn (25mml flats 



WATERCOLORS 

Antwerp &• ue (Winscit & Newton i • 

Ary de Veitow iDa Vinci) • Rose Madder 

(OumacndoneXDa Vinci) 



OTHER SUPPLIES 

no. 2 peroi • soray bottle 



i Sketch the Composition 

Sketch the composition toughly (without 
details) on the watercolor paper with a 
no. 2 pencil. Dilute the three colors with 
water m three separate small dishes, cre¬ 
ating medium-toned mixtures. Spray a 
little water on the grape area 


i Povn the Ri d Paint 

Pour the red pamt on the area where the 
grapes are located 


3 Povr the Hi ve Paint 

Pour the blue pamt on the same area. Sptay a little more water 
to facilitate blending. Use your fingers to drag the colors, paint¬ 
ing little circles to form grapes 


4 Develop the Leaves 

Spray water on the leaf areas. Pour the yeHow and blue paints, 
Spray more water foi blending. Use your fingers and/or the 
1-inch (25mm) flat brush to guide the blending. 
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5 Tilt the Painting 

Tilt the upper left of the paintinq up about 4 inches (10cm) so the 
paint flows down toward the lower right. While the paint is flow¬ 
ing down, use your fingers and fingernails to guide it, forming the 
vines. Use your fingers to paint the large vines, and your fingernails 
to paint the small vines Blow the paint on the lower left toward the 
right to create texture. 

6 Paint Contrast 

Use the U-rnch (19mm) flat brush to mix thick blue with a little 
thick red, making a dark blue Paint around the grapes randomly 
to create value contrast. When the colors are about 60 percent dry, 
lightly wet the ’4-«n<h(19mm) flat brush and use it to lift the colors, 
creating the light beams. 


7 Identify tiie Grapes 

When the colors are completely dry, use a no. 2 pencil to lightly sketch 
the grapes. Start from the edge or bottom of the group where the 
circular edges seem to suggest grapes 

8 Use Negative Painting 

Define each grape using the negative painting technique. Starting at 
the bottom of each group, use the no. 4 round brush to apply blue 
to the background, blending so that the color becomes lighter as 
it moves away from the grapes Also apply blue to the dark places 
where the grapes overlap Immediately use the no. 8 round brush to 
fclend the blue into those overlapping grapes The blue should fade 
into the grapes, but not mask the original colors. 





9 Highlight Stems 

Use blue and the negative painting technique to define the stems. 
The base colors created by the pouring technique in the earlier steps 
will remain as the stem color. The darter the base colors, the darker 
the blue should be Lightly wet the 56-inch (13mm) flat brush and use 
it to lift the colors on the grapes, creating highlights 

10 Define the Leaves 

After defining the grapes, call out the leaves. One approach is to paint 
the leaves (positive painting). Wet the no. 12 round brush and load 
the entire brush head with yellow, then the middle and tip with blue. 
Hold the brush sideways with the tip aligned with the tip of the leaf, 
the leaf color should be darker than that of the grapes. 


ii Paint the Leap Veins 

When the leaf colors are about 80 percent dry, use the no. 4 round 
brush to paint the veins with blue and red 

ii Use Negative Painting 

Another way to call out the leaves is to use the negative painting 
technique Use the no 12 round brush to define the edges of the 
leaves by painting the grapes behind the lea-res with the dark blue 
mixture from Step 6. Then use the /j-inch (13mm) flat brush to 
blend the blue so that it fades into the grapes 
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13 Conti sue Paintisi; Leaves 

When the leaves next to the grapes are complete, continue to paint 
the remaining leaves the same way. The lighter the leaves, the lighter 
the blue shook) be Follow the suggestion of the colors and shapes 
on the painting to form a vanety of leaf shapes. 


14 Ado Finishing Details 

The closer they are to the grapes, the more detailed the leaves 
should be and vice versa. Finally, use the negative painting tech¬ 
nique to define more vines For the vines in the middle right, use the 
no 8 round brush to paint the edges with dark blue, then blend the 
colors onto the leaves with the Vi-inch (13mm) flat brush 

gm a pks waterealor on Arches 140-lb. (iOOgjm) cold-pressed watercotor 
jm/vr 15" x 22“ ( Went x 56cm) 
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C H I N f S F PAINTING DEMONSTRATION — SPONTANEOUS STY IF 

HOLLYHOCKS 


tit my workihopi! j I ways mention the importance ot value contrast. In this demon- 
stration, you'll learn how to use dark ink and colors to form flower shapes and make 
the flowers "pop.” 


8 MATERIALS 

PAPER 

single-layer raw Shuan oaoer. 16' x 20' 
<4lcm x 51cm) 


BRUSHES 

smaf-l • medium • large 



i Start Painting the Petals 
Wet a larqe brush and load it from Hie heel to the upper middle 
vwtn white, the lower middle to tip with Carmine and the tip 
with Rouge. Hold the brush sideways, pointing the tip to the 
center of the flower to pamt the petals 


3 Finish Painting the Petal Texture and 
Paint the Next Two Flowers 

Use a small brush to highlight the textures on the petals with 
thick white. Then paint the two flowers below the same way, 
following Steps I and 2, but using less white 


2 Paint thf Stamen and Add Texture to Petals 

Lightly wet a medium brush and load the heel with Green 
Label Three, the middle with yellow and the tip with white. 
Hold the brush sideways with the tip pointing up to paint the 
stamen Highlight the tip of the stamen with undiluted white 
Lightly wet another large brush and split its hairs with your 
fingers. Load it with a small amount of Rouge to paint the 
textures on the petals. 
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4 Paint the Half-Open Flowers 

To paint the half-open flowers in the upper portion of the composi¬ 
tion. wet the large iyush and load it with white, Carmine and Rouge 
(see 5tep 1) Hold it sideways, pointing the tip toward the bases of 
the flowers Use one stroke to form each petal 

5 Faint the Huns and Calyxes 

Wet a medium brush and load the heel with yellow, the middle with 
Green Label Three, and the tip with blue and Indigo. Hold the brush 
sideways to paint the buds m two to four strokes. Also, load the colors 
and paint the calyxes of the two halt-open flowers the same way 


6 Paint the Stems 

Use a large brush to paint the stems. Load the brush with yellow from 
the middle to tip, with Indigo from the lower middle to tip and with a 
little ink at the tip. Hold the brush straight (center brush) to pamt the 
stems. The darker the stems are, the more ink should be used 

7 Paint the Leaves 

Wiet the laige biush and load the entire head with yellow, tlie middle 
to tip with Indigo and the tip with ink. Hold the brush sideways to 
pamt the leaves with two to three strokes each The larger the leaves 
3re, the more pressure you should put on the brush and vice versa. 
Paint more dark leaves around the light-colored petals 
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8 Ann Veins, Highlights and Tf.xtvrl 

Load a small brush with ink to paint the veins. On each leaf, paint the center vein first and then 
the others. Use dark ink for intensely colored leaves and light ink for light-value leaves Highlight 
the dark leaves with a few strokes of blue while their colors are wet Add ink dots to the stems 
to suggest texture Finally, sign and stamp the upper nght to balance the composition, 


hollyhocks Chinese ink Mul color on thtgk-laycr raw Shtutn paper 16"x 20"(4lcm xSIcm) 
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WATER COIOR DEMONSTRATION 


HOLLYHOCKS 


In ihis demonstration you'll learn how to paint secondary flowers, which ore less detailed 
and defined than focal-point flowers, and sometimes partially blocked by leaves and stems. 
You’ll leave dry areas for the shapes of the flowers, and blow diluted colors to depict 
the flower textures. Then you’ll define the flowers, following the suggestion of the color 
pouring and blending effects. 


8 MATERIALS 

PAPER 

Arches '40-lb. GOCgsm) cold-pressed 
watercolor paper. 15' * 22 r (38cm x 56cm) 

BRUSHES 

nos 4 and 12 rounds • V»-*1Ch (13wn), 
tt-irch (19 r rm) and 1 -ench <25mm) flats 


WATERCOLORS 

Arylide Ye-icw (Da Vinci • Rose Maddci 
(Qt- naendone) (Da Vino) * Antwerp Blue 
(Wmsor & NewtorO 



i Sketch the Composition and Mask the Flowers 

Lightly sketch the composition on the watercolor paper with a 
no. 2 pencil Cover the focal-point flowers try pouring masking 
fluid on them and using your finger to spread it around 

a Dilvtl Paini asp Wet Arovnd 
Focal-Point Flowers 

Dilute the three colors with water in three separate small dishes, 
creating medium-toned mixtures When the masking is dry, use 
the 3 A-inch (19mm) flat brush to wet around the flowers next 
to the focal point. 


3 Spray on More Water 

Spray water liqhtly to wet more areas around the flowers. Use 
one hand to shield the flowers so they don't get wet. 

4 Povr the Paint 

Pour the diluted paints on the damp area' yellow first, red 
around the flowers and blue on the leaves 
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5 Spray More Water and Blend 

Spray a tittle more water on the paint. Use your fingers and brush 
to gutde therr blending Here you can see the areas that should be 
left dry for the flowers. 

6 Pain r Dark Blue Around the Flowers 

Use the 14-inch (19mm) flat brush to mix I luck blue and a little thick 
red into a dark blue. Paint it randomly around the focal-point flowers. 
This dark color wifi contrast with the light value of the flowers. 


7 Paint Flower Centers and Create Petal Texture 

Use the 1-inch (25mm) fiat brush to apply the diluted red and yel¬ 
low paint to the centers of the three flowers that have, until now. 
remained white Blow the color liquids out to the edges of the fl owers 
to create the petal texture 

8 Paint Background, Add Detail to Leaves 
and Remove Masking 

While the background colors are still wet. use the '/j-Inch (13mm) flat 
brush to splash the diluted yellow This will create a yellowish green 
suggesting the shapes of leaves and stems To call out the leaves on 
the nght. use the no, 4. round brush to paint the veins with blue and 
red. Lei the pamting dry completely before removing the masking. 
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9 Sketch Flower Details and Paint Top Flower 

Use a no. 2 pencil to lightly sketch the details of the focal-point 
flowers. Wet the center of the top (lower with the I-inch (25mm) 
flat brush and paint it with medium-toned (diluted) yellow Imme¬ 
diately paint red around the yellow so they blend into each other a 
little While the red is still wet, use the v»-inch (19mm) flat brush to 
gradually blend it toward the petals' tips. Leave the tips white. 

10 Paint the Other Two Flowers 

Paint the other two flowers In the same manner For the one on 
the lower right, use the ^4-inch (19mm) flat brush to drag the sur¬ 
rounding colors mto the petals with a little water When the colors 
are about 60 percent dry. use the no. 4 round brush with red to 
call out the textures. 


ii Define the Individual Petals 

When the flowers are completely dry, define the individual petals. 
Use the no. 4 round brush to paint red on the edges ol the petals 
immediately use the no. 12 round brush to blend the colors with a 
little water so that the red fades into the petals layered underneath 

n Further Define the Stamens and Petals 

Let this color layer dry. Use the no. 4 round brush to mix a darker 
red from thick red with a little blue. Add this color to the center and 
edges of the petals to further define the stamens and petals Gradu¬ 
ally blend the dark red so it lades into the base colors ol the petals 
layered underneath. 
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13 Paint tut Other Flowers 

Using the same technique, paint the stamens in the centers of the 
secondary flowers and define the petals. However, these flowers 
should have less detail and definition than the focal-point flowers 

14 Define the Buds, Leaves an n Stems 

When you've completed all the flowers, use Ihe negative painting 
technique to define the buds, leaves and stems. The light-colored 
spots (yellowish green) will become the buds Use the no 4 round 
brush to paint around them with diluted blue, then use the /i-mch 
(13mm) flat brush to blend the blue so that it gradually fades into the 
background, Define the leaves and stems the same way 


15 Paint the Details on the Bvds and Leaves 

Finally, use the no. 4 round brush to paint the details on the buds 
and veins on the leaves with blue The closer to the focal point these 
obiects are, the more detail they should have, and vice versa. Sign 
your name on the lower right to balance the composition 

nor I.YIIOCKS milenolor on Anhui NO-lb. (SOttgim) cold-pmseci 
wattrrolorpttptr 15' x 22' (38 on x 5 firm) 
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WATER COLOR DEMONSTRATION 

CHRYSANTHEMUM 


Tins painting is a typical example of my floral watcrcolor style. There's an cmpha.su on detail 
in the focal -poi nt flowers and a gradual reduction of detail and definition in the others. I used 
masking fluid to carefully block the three local point flowers so I could paint details after 
the color pourmg and blending I didn't use making fluid to cover the other flowers because 
they're in the background and don't require details or defined shapes. Hits concept relates 
to photography. W hen a camera lens is focused to take a close shot of a grouping of flowers, 
the flowers in the foreground will be clear, but those in the background will be blurred. 


tt MATERIALS 
PAPER 

Arenas 140-lb OOCgsm) cold-pressed 
tvatercolor paoer, 15' x 22' (58cm x 56cm) 

BRUSHES 

nos 4 and 8 rounds • Vi-inch <l3mn'l, 
\i-ipch (19mm) and 1-nch (25mm) Hats 


WATERCOLORS 

Arylide Yellow (Da Vino) • Rose Madder 
(Qu nacridane) (Da Vina l • Antwerp Blue 
(Winsor 8 Newtcr-l 



i Sketch the Composition and Apply Masking Fivid 

Lightly sketch the composition on the watercoloi paper with a no. 2 
pencil Use the wedge-shaped end of a ki-inch (13nm) flat brush to apply 
the masking fluid to the focai-point flowers 


3 Povr the Diluted Paist 

Pour the diluted paint on the wet area; red and yellow on the back 
ground flowers and buds, bfue and yellow on the leaves. Guide 
the colors with your fingers to paint the flowers on the left 


a Dilute the Paint and Spray Water Around the Flowers 

Dilute ihe three colors with water in three separate srrcall dishes, creating 
medium-toned mixtures. When the masking is dry. Tightly spray water on 
the area around the masked flowers 


4 Pour and Blow Paint to Create Flowers 

Pour diluted red and a little* blue on the upper-middle area Blow 
the paint downward to create the shapes of the leddish flowers. 
Likewise, pour yellow and a small amount of red on the upper 
left and blow it toward the middle right to create the shape of 
a yellowish mum 







5 Tilt the Painting, Paint A round tut 
Focal-Point Flowers 

Tilt the upper nght comer of the board up about 6 inches (15cm) 
for about a minute so the pant flows down toward the lower left 
Use the Vi-Inch (15mm) flat brush to mix thick blue with a little thick 
red to create a dark blue Pamt this color randomly around the focal- 
point flowers, which will be lighter in color. 

6 Define the Flower Shapes 

When the background flowers are about 80 percent dry, define the 
flower shapes. For the yellowish one m the upper left, use the no. 
8 round brush to paint the petals with an orange mixture created 
from yellow and a little red For the other flowers, paint around the 
petals usmg a mixture of blue and red that is darker than the local 
colors. Then gradually blend the color into the local colors. 


7 Define the Leaves and Paint tue Veins and Stems 

Use the no. 8 round brush to paint around the edqes of the leaves 
with a color (blue or a mixture of blue and red) that is darker than 
the local colors Use the W-inch (13mm) flat brush to bend it into the 
local colors. Use the no 4 round brush to paint the veins with a mix¬ 
ture of blue and red I he darker the leaves are, the darker the mixture 
of blue and red should be. Paint the stems in the same manner. 

8 Remove the Masking and Paint the 
Focal-Point Flowers 

Remove the masking when the painting is completely dry. Use the 
pencil to lightly sketch details on the focal-pomt flowers To paint the 
yellowish mum, use the no 4 round brush to apply a small amount of 
yellow to the bases of the petals, then lightly wet the Vi-inch (13mm) 
flat brush and use it to gradually blend the color into the middle of 
the petals. Leave the tips white. 
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9 Add Red and Blue to the Flowlr 11 .-Ippm 1 Dark. Red to the Red Flower 

Let the yellow dry. then use the no. 4 found brush to apply a snail Let the red dry. Add a dark red made from thick red and thick blue 


























